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PREFACE 


This project owes its origins to a specific curricular require¬ 
ment of all music students at McGill University. Shortly 
after my arrival here in 1978,1 was asked to teach a semes¬ 
ter course on form that was restricted to music in the classi¬ 
cal style. I soon discovered that the standard textbooks, 
which surveyed a much broader stylistic field, did not ad¬ 
dress many issues particularly associated with the music of 
Haydn, Mozart, and Beethoven. I thus turned back to ma¬ 
terial that I had first encountered several years earlier in a 
seminar on musical form given by Carl Dahlhaus at the 
Berlin Technical University, in which the principal refer¬ 
ence work was Erwin Ratz’s Einfiihrung in die musikalische 
Formenlehre. I began incorporating into my course at McGill 
some ideas from this treatise, as well as similar material 
from Fundamentals of Musical Composition by Arnold Schoen¬ 
berg, with whom Ratz had studied. 

My own expansion of these concepts of form reached a 
sufficient stage of development to begin writing this book 
during a sabbatical leave in 1984-85. In subsequent years, 
earlier drafts of this book were used as a reference text in a 
variety of classes at McGill, as well as at Yale University, the 
University of Ottawa, and the Universite de Sherbrooke. 
Although I have written this book as a comprehensive theo¬ 
retical treatise, the reader will quickly discern a distinct 
pedagogical tone, betraying its origins in the interactive ex¬ 
perience of classroom instruction. 

Among the many people who helped me realize this 
project, I must first mention the considerable stimulus and 
encouragement offered by Janet Schmalfeldt, with whom I 
have had a continuing dialogue on almost every topic 
treated in this book. Her work with me at times ap¬ 
proached a collaborative effort, and her teaching of this 
material helped me shape the diverse collection of ideas 
and concerns into a systematic theoretical-analytical ap¬ 
proach. At various stages of the project I also received 
significant help and support from Brian Alegant, Bo Al- 
phonce, Elliot Asarnow, Wallace Berry, Richard Braley, 
William Drabkin, Michelle Fillion, Ingeborg Pfingsten 
Giirsching, Steven Huebner, Patricia Kerridge, Cynthia 
Leive, Donald McLean, Leonard B. Meyer, Christopher 
Reynolds, Lewis Rowell, Norma Sherman, Peter Schu¬ 
bert, and Elaine Sisman. In addition, I owe much gratitude 
to the many students at McGill whose response to my 


teaching stimulated many new ideas and helped keep me 
honest. I particularly want to acknowledge the efforts 
of Patrick McCreless, William Rothstein, and M. Evan 
Bonds, who read substantial portions of the book and of¬ 
fered numerous suggestions for its improvement. All re¬ 
maining errors and misinterpretations are, of course, en¬ 
tirely my responsibility. 

The musical examples were prepared with the help of 
Peter von Holtzendorff, Cathrine McKinley, Suzanne Davies, 
William Brock, Francois de Medicis, and James Wright; I 
thank Keith Hamel for allowing me to use early versions of 
his music notation program NoteWriter II. I also thank 
Maribeth Payne and her colleagues Soo Mee Kwon and 
Cynthia Garver at Oxford University Press for their inter¬ 
est in my work and for their many suggestions on how to 
make it a viable publication. Finally, my wife, Marsha, has 
sustained me throughout my endeavors to bring this work 
to completion; for her patience and encouragement I am 
especially grateful. 

Research for this project was generously supported by 
grants from the Social Sciences and Humanities Research 
Council of Canada and from the Faculty of Graduate Stud¬ 
ies and Research, McGill University. 

Portions of this book have appeared earlier in article 
form. I want to thank the publishers for permission to in¬ 
corporate material from the following articles: 

“The ‘Expanded Cadential Progression’: A Category for 
the Analysis of Classical Form,” Journal of Musicological 
Research 7 (1987): 215-57. 

“Hybrid Themes: Toward a Refinement in the Classifi¬ 
cation of Classical Theme Types,” Beethoven Forum 3 
(1994): 151-65. 

“Funktionale Komponenten im achttaktigen Satz,” 
Musiktheorie 1 (1986): 239-60. 

“Structural Expansion in Beethoven’s Symphonic 
Forms,” in Beethoven’s Compositional Process, ed. William 
Kinderman, 27-54. Lincoln: University of Nebraska 
Press, 1991. 

Montreal W. E. C. 

March 1997 
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NOTE ON THE MUSICAL EXAMPLES 


I have used as many musical examples as feasible to illustrate 
the theoretical issues presented in this book. In order to draw 
maximum efficiency from the examples, 1 have often used 
single examples to illustrate multiple theoretical issues. As a 
result, the book contains numerous cross references to exam¬ 
ples within and between chapters. Thus I ask the reader to 
refer to earlier appearing examples and even, though much 
less often, to look ahead to examples that appear later than 
their mention in the text. In a number of cases, I have broken 
up a relatively long musical passage into individual examples, 
so that the music may be located near its discussion. Starting 
with part II, the example discussions, which illustrate the im¬ 
mediately preceding points of theory', are printed in reduced 
type so that they may be distinguished from the flow of the 
general theoretical presentation. 

To save space, I have reset all the examples as “reduction 
transcriptions,” in which the texture is compressed into a 
single staff. This procedure often resulted in my shifting 


the various voices into different octaves and inverting the 
inner parts. In addition, I sometimes rewrote orchestral ae- 
companimental figurations in order to make them easier to 
play at the piano. I tried to keep the melody and bass line as 
close to the original as possible. The added harmonic ana¬ 
lyses are based on the complete texture of the original 
sources and thus may sometimes not correspond exactly to 
the transcriptions (e.g., a Ilf label may be used where the 
transcription merely shows a II 6 chord). 

Works by Beethoven are labeled by opus numbers. Works 
by Mozart are identified by their original Kochel numbers as 
well as by a revised number, where necessary, from the sixth 
edition of the Kochel catalogue (e.g., K. 250/248!)). Haydn’s 
symphonies are numbered according to Hoboken group I; 
his string quartets are labeled by their traditional opus num¬ 
ber; and his other works are given complete Hoboken num¬ 
bers. The reference to “piano” in any work citation or cap¬ 
tion is generic for the appropriate keyboard instrument. 
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CLASSICAL FORM 



Watch the harmony; 
watch the root progressions; 
watch the bass line. 


Schoenberg, Fundamentals of 
Musical Composition 


INTRODUCTION 


The time is ripe for a new theory of classical form. Despite 
many recent, distinguished studies devoted to the instru¬ 
mental works of Haydn, Mozart, and Beethoven, 1 most 
writers continue to describe the formal organization of this 
music using ill-defined concepts and ambiguous terminol¬ 
ogy derived from theories that have long fallen into disre¬ 
pute. Once a venerable subdiscipline of music theory, the 
traditional Formenlehre (“teaching of form,” often by means 
of comprehensive treatises) has largely been abandoned by 
theorists and historians, for many reasons. These include 
the influence of Heinrich Schenker’s critique of form as 
a foreground manifestation of more fundamental contra¬ 
puntal-harmonic processes; the acceptance of a historicist 
attitude that eighteenth-century music is best analyzed by 
eighteenth-century theories; and the mistrust by the “new 
musicology” of systematic, classificatory models of musical 
organization. 

This book is intended to revive the Formenlehre tradition 
by establishing it on more secure and sophisticated founda¬ 
tions. The theory here formulates coherent principles and 
proposes clear terminology to serve as theoretical tools for 
analyzing form at all hierarchical levels in a single move¬ 
ment. 2 An extensive set of annotated musical examples drawn 
from the standard instrumental genres illustrates the theo¬ 
retical concepts and provides models of formal analysis. 3 

The immediate sources of inspiration for this study are 
the principles of form introduced by Arnold Schoenberg 
early in this century and eventually published in his Funda¬ 
mentals of Musical Composition , 4 Schoenberg’s ideas were 
then developed by his student Erwin Ratz in Einfiihrung in 
die musikalische Formenlehre. Central to the concern of these 
theorists is the notion that the formal units of a work play 
specific roles in articulating its overall structure. Ratz, in 
particular, proposed a fundamental model ( 'JJrform) of five 
“formal functions.” 5 Whereas his model generally operates 
at a single, relatively background level of a given composi¬ 
tion, the theory developed here identifies a multitude of 
functions discernible at all levels in a classical movement. 
Thus this study strives to realize ideals implicit in the writ¬ 
ings of Schoenberg and Ratz by formulating a comprehen¬ 
sive theory of formal functions. 6 


Like most theories of form, the various procedures and 
techniques are investigated in increasing order of complex¬ 
ity, thus following somewhat the hierarchy of an individual 
movement from the local to the global. To give the reader 
a general orientation to the theory before plunging into 
more detailed examinations of specific formal types, the 
opening chapter of part I (“Preliminaries”) surveys the 
basic precepts of the theory; the second chapter then de¬ 
fines the fundamental harmonic progressions that play 
such crucial roles in establishing formal functions. Part 
II (“Tight-Knit Themes”) describes the principal forms 
characteristic of main themes—sentence, period, hybrids, 
small ternary, and small binary. Part III (“Looser Formal 
Regions”) discusses the formal organization of broader ex¬ 
panses within a movement—subordinate theme, transi¬ 
tion, development, recapitulation, and coda. Part IV (“Full- 
Movement Forms”) examines the large-scale formal designs 
of entire movements—sonata, sonata without develop¬ 
ment, large ternary, theme and variations, minuet/trio, 
rondo, and concerto. 

The following points highlight features of the theory 
that distinguish it from earlier theories of musical form in 
general and classical form in particular. 

The theory is based on music of a single style. My investiga¬ 
tion is limited to the instrumental music of Haydn, Mozart, 
and Beethoven as representing the core repertory of the 
high Viennese classical style (ca. 1780-1810). 7 This restric¬ 
tion is due as much to theoretical as to practical considera¬ 
tions. Though extraordinarily individualistic in melody, 
rhythm, and dramatic expression, works in this style are 
grounded in a highly sophisticated set of compositional 
conventions, what are identified here as formal functions. 
Indeed, a good deal of the aesthetic pleasure that we gain 
from listening to this music involves the interaction of our 
(often unconscious) understanding of functional norms 
with their particular manifestations in a given work. Al¬ 
though tonal music from earlier and later periods (baroque, 
early classical, romantic, and late romantic) also exhibits 
formal functionality in a variety of ways, form in these peri¬ 
ods is considerably less conventional, thus frustrating the 
establishment of general principles. In classical music, how- 
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ever, formal functions can be defined and illustrated with 
much greater clarity. 

The theory emphasizes the role of local harmonic progression 
as a determinant of form. Theorists and historians widely rec¬ 
ognize that the form of a classical work is determined in 
large part by its pitch organization. Most current discus¬ 
sions, however, have centered on how the succession of var¬ 
ious tonal regions or keys within the home tonality is re¬ 
sponsible for creating relatively high level formal designs. 8 
Less attention has been paid to how formal functionality at 
a movement’s lower levels is defined by specific progres¬ 
sions of harmonies in a given tonal center, be it the home 
key (tonic) or related keys (dominant, mediant, etc.). In my 
theory, local harmonic progression is held to be the most 
important factor in expressing formal functions in themes 
(or themelike units). This detailed study of the ways in 
which surface harmonies and their progressions relate to 
form distinguishes my approach from virtually all previous 
theories. 

The theoiy clearly distinguishes formal function from group¬ 
ing structure. To the extent that traditional theories of form 
employ labels indicating formal functionality (like ante¬ 
cedent, consequent, main theme, transition, exposition, and 
coda), such identifications usually correspond directly to a 
work’s “grouping structure”—that is, to the variety of dis¬ 
crete time spans organized hierarchically in a work. 9 In 
other words, a given musical group (unit, part, section) is 
assigned a single functional label, and, conversely, a given 
function is understood to take place within the confines of a 
single group. In the theory presented here, on the contrary, 
formal functionality arises from harmonic, melodic, and 
rhythmic processes that are not necessarily the same as 
those that create the work’s grouping structure. Function 
and group are often congruent, but this need not always be 
the case. In some situations, a group may express more than 
one function simultaneously; for example, continuation and 
cadential functions may fuse together in a single four- 
measure phrase (see chap. 3). At other times, several con¬ 
secutive groups may express the same formal function, such 
as when a number of distinct phrases with highly contrast¬ 
ing melodic-motivic material are supported by one ex¬ 
panded cadential progression (see chap. 8). Finally, a given 
group can at first be understood as expressing a particular 
function but then be reinterpreted as another function (e.g., 
codettas of postcadential function are frequently under¬ 
stood retrospectively as an initiating function). 10 'finis in 
this theory, grouping structure and formal function are con¬ 
ceived as different, yet interactive, dimensions of musical 
form. 

The theory minimizes motivic content as a criterion of formal 
function. Most theories of form rely heavily on the identifi¬ 
cation of melodic and motivic relationships for determining 
a work’s formal organization. To be sure, the grouping 
structure of a given piece is often based on similarities and 


dissimilarities of melodic-motivic material. But contrary 
to common opinion, the formal function of an individual 
group does not depend on its motivic content. The appear¬ 
ance of a particular melodic motive—leaving aside its im¬ 
plied harmony—rarely determines its formal expression. In 
fact, a single motive can saturate a musical composition 
without obscuring the form, precisely because motives carry 
little in the way of functional implications. 11 Given that this 
theory minimizes motivic relationships as a criterion of for¬ 
mal functionality, it largely sets aside, ironically, Schoen¬ 
berg’s own preoccupation with Grundgestalt and “develop¬ 
ing variation.” 12 

The theoty establishes strict formal categories but applies them 
flexibly in analyses. One reason that the traditional Formen- 
lehre has fallen out of favor with many historians and theo¬ 
rists is their belief that the use of rigid, abstract categories 
of form results too often in procrustean analyses that ob¬ 
scure diversities in style and distort the individuality of the 
musical work. Yet forsaking categories would make it al¬ 
most impossible to generalize about formal organization, 
and such a situation runs counter to most musicians’ intu¬ 
itions that classical form features regularly recurring pat¬ 
terns of conventionalized procedures. Alternatively, broad¬ 
ening the categories to accommodate virtually all formal 
instances would seriously undermine the general theoretical 
framework, throw into doubt the meaning of the categories, 
and obscure the line between what is, or is not, an exempli¬ 
fication of a given formal procedure. 

In this book, categories of form are defined in as precise 
and restricted a manner as possible. These categories are 
comparable to what Carl Dahlhaus, following Max Weber, 
calls “ideal types” ( Idealtypen ) and thus represent abstrac¬ 
tions based on generalized compositional tendencies in the 
classical repertory. A category is not necessarily meant to 
reflect frequency of occurrence in a statistical sense: it is 
often the case that relatively few instances in the repertory 
correspond identically to the complete definition of a given 
category. Nor are categories meant to represent standards 
of aesthetic judgment, such that passages deviating from the 
norm are devalued in any respect. 

By strictly defining categories of form, it is possible to 
apply them in analysis with considerable flexibility. Al¬ 
though many situations can easily be seen as exemplars of a 
given category or procedure, many others defy simple clas¬ 
sification. In such cases, one can present the range of op¬ 
tions and identify which individual characteristics of the 
musical passage conform to, and depart from, the defini¬ 
tions of established formal conventions. 

It is important from the outset that certain limitations of 
the theory be clearly spelled out. 

The theoty is not a comprehensive account of “form” in music. 
Many of the phenomena and issues broadly associated with 
“musical form” are not treated here. For example, the role 
of motivic development in delineating form is, as already 



INTRODUCTION 5 


discussed, largely downplayed in this study. The notion of 
form as “durational proportions” is not explored except to 
the extent that relatively symmetrical phrase groupings 
(4 + 4, 8 + 8) are contrasted with asymmetrical ones as 
more or less appropriate to certain formal situations. 13 The 
ways in which the “dynamic curve” of a work helps define 
its form are discussed in a number of contexts but are not 
studied exhaustively. 14 The relationship of formal function 
to Schenker’s conception of form and to other approaches 
influenced by him are barely touched on. ,s Finally, many 
traditional Formenlehren include considerable material on 
the various genres of musical composition. Matters pertain¬ 
ing to genre arise now and then in this book, but much in¬ 
formation has been omitted because of its ready accessibil¬ 
ity in the standard sources (New Harvard Dictionary, New 
Grove). 

The theory does not include late-eighteenth- and early- 
nineteenth-century accounts of form. Much of the recent work 
on classical form has been inspired by a renewed interest in 
the authority of theorists contemporary to classical com¬ 
posers. 16 Some music historians are thus likely to be disap¬ 
pointed that the theory presented here makes little refer¬ 
ence to earlier writings on form. This omission is largely 
motivated by the goal of developing a modern theory, one 
that permits an unfettered rethinking of formal issues while 


taking advantage of the full history of music-theoretical 
thought (which certainly includes the work of theorists 
postdating the classical period). As fascinating and sugges¬ 
tive as contemporary writings may be, their ideas on musi¬ 
cal form are limited by a rudimentary theory of harmony 
(which understands little about harmonic progression at 
multiple levels) and a lack of familiarity with the huge clas¬ 
sical repertory that we have at our fingertips today. An in¬ 
vestigation of the extent to which late-eighteenth- and early- 
nineteenth-century theory incorporates form-functional 
observations would be highly revealing, but it must be post¬ 
poned for a later study. 

The theory is empirical and descriptive, not deductive and pre¬ 
scriptive. The account of classical form given here is a “the¬ 
ory” only in an informal sense (though no less rigorous in 
intent). Principles are derived from empirical observation 
and are largely descriptive. No attempt is made to ground 
the concepts in some broader system of mathematics, logic, 
cognition, or the like, and no proof is offered for the many 
assertions made. For some scholars, what is presented here 
would indeed not even count as a legitimate theory. I reject 
the notion that a humanistic theory must resemble a scien¬ 
tific, axiomatic system, but I welcome any future attempt to 
formalize the observations and principles proposed in what 
follows. 
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Some Basic Formal Functions: 
An Overview 


Most musicians have a general notion of what constitutes 
musical form. If asked, they would probably respond that 
form concerns itself with how the various parts of a compo¬ 
sition are arranged and ordered; how standard patterns of 
repeated material appear in works; how different sections of 
a work are organized into themes; and how the themes 
themselves break down into smaller phrases and motives. 1 
Indeed, this general understanding of form is a fairly accu¬ 
rate one and can be used as the basis of a more detailed in¬ 
vestigation into how the parts of a musical work are defined 
and distinguished from one another. 

More technically, the form of a musical work can be de¬ 
scribed minimally as a hierarchical arrangement of discrete, 
perceptually significant time spans, what has been termed 
the grouping structure of the work. 2 Each group —a self- 
contained “chunk” of music (as psychologists would say) at 
one level of the hierarchy—can be identified most neutrally 
in terms of its measure length. Thus we speak of a two- 
measure idea grouping with another two-measure idea to 
form a four-measure phrase, which in turn may group 
with another phrase of the same length to form an eight- 
measure theme, and so on. (Grouping structures are not al¬ 
ways so symmetrical, of course.) 

Such identifications by measure length have limited value, 
since they say nothing about the content of the groups or 
how they relate to one another (except in regard to duration). 
Thus, most of the traditional theories of form identify some 
groups with labels, such as letters of the alphabet, which indi¬ 
cate whether the musical content of a group is the same as, 
similar to, or different from, another group (e.g., A-A', 
A-B-A'). Even more precise are labels that specify tha for¬ 
mal function of the group—that is, the more definite role that 
the group plays in the formal organization of the work. For 
example, a given four-measure group may stand as an “an¬ 
tecedent” phrase in relation to a following “consequent”; an 
eight-measure group may serve as the “main theme” of a 
minuet; or a seventy-three-measure group may function as 
the “development section” in a sonata. 

The theory presented here develops a comprehensive set 
of such functions with the goal of analyzing classical form 
more precisely than it has been before. In addition, the the¬ 


ory defines a set of formal processes (e.g., repetition, frag¬ 
mentation, extension, expansion) and a set of formal types 
(e.g., sentence, period, small ternary, sonata, rondo). Along 
the way, a host of concepts associated with harmony, tonal¬ 
ity, and cadence are introduced and examined. The purpose 
of this chapter is to present some fundamental principles of 
the theory by way of selected excerpts from the Viennese 
classical repertory. Since what follows in this chapter is 
merely introductory, many of the ideas are only partially ex¬ 
plained. The reader thus may wish at times to look ahead to 
later chapters, in which all the concepts are fully developed 
and illustrated and more complete references to the schol¬ 
arly literature are cited. 

I begin by illustrating the concept of formal function in 
connection with the three most important theme-types of 
classical instrumental music—the sentence, the period, and 
the small ternary. Each contains a conventional set of for¬ 
mal functions that operate in the structural boundaries of 
the theme. Next I examine some additional functions that 
frame the boundaries of these themes. Finally, I consider 
how themes themselves can acquire unique formal func¬ 
tions at a higher level of structure, namely, the exposition 
section of sonata form. 


SENTENCE 

Example i.i, the main theme from the first movement of 
Beethoven’s Piano Sonata in F Minor, Op. 2/1, presents 
perhaps the most archetypal manifestation of the sentence 
form in the entire classical repertory. Indeed, this passage 
was used by Arnold Schoenberg (the virtual discoverer of 
the sentence as a distinct theme-type) for his initial example 
of the form, and his student Erwin Ratz followed suit in the 
introductory chapter of his treatise. 3 

The sentence is normatively an eight-measure structure. 4 
It begins with a two-measure basic idea, which brings in 
the fundamental melodic material of the theme. The basic 
idea frequently contains several distinct motives , which 
often are developed in the course of the theme (or later in 
the movement). 


9 
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example 1.1 Beethoven, Piano Sonata in F Minor, Op. 2/1, i, 1--8 


presentation continuation 

basic idea (tonic version) repetition of b. i. (dominant version) fragmentation cadential idea 



example 1.2 Beethoven, String Quartet in F, Op. 135, iii, 3-10 


presentation continuation 

(frag-) 

b.i. x. (exact) model sequence sequence 



We can readily identify two motives (“a” and “b”) in this 
basic idea. But because Beethoven gives them to us in the 
form of a single gesture, we should thus regard the basic 
idea, not the individual motive, as the fundamental building- 
block of die theme. Beethoven uses specific compositional 
devices later in the theme to highlight more clearly the mo- 
tivic duality of the basic idea. 

The basic idea is repeated in measures 3-4. This repe ¬ 
tition has a number of significant effects, two of which can 
be mentioned at this point. First, repeating the basic idea 
helps the listener learn and remember the principal melodic- 
motivic material of the theme. Second, repetition plays an 
important role in demarcating the actual boundaries of the 
idea: although the quarter-note rest at the end of measure 2 
suggests that the basic idea has ended, the sense of ending is 
confirmed when we perceive the idea starting over again in 
measure 3. As a result of repetition, the basic idea has been 
unequivocally “presented” to the listener, and so we can 
speak of this music fulfilling presentation function and label 
the first four measures a presentation phrase. 5 

Let us now consider the harmonic context in which the 
basic idea and its repetition are presented, for the underly¬ 
ing harmony of a passage is an essential criterion of its for¬ 
mal function. The basic idea expresses the root-position 
tonic of F minor (the home key), and the repetition ex¬ 
presses the dominant. The basic idea is thus given originally 
in a tonic version, also termed a statement, and the repetition 
in a dominant version or response ; such an arrangement re¬ 
sults in a statement-response repetition of the idea. 


When the V? of measures 3-4 resolves to I on the 
downbeat of measure 5, we can characterize the resulting 
harmonic progression as tonic prolongational. As a general 
rule, all presentation phrases have tonic harmony at their 
basis. This tonic may be extended literally for four mea¬ 
sures or, more frequently, be expressed by a prolongational 
progression featuring neighboring or passing chords. A pre¬ 
sentation is thus defined not only by its melodic-motivic 
content but also by its harmonic organization. 

At this point we can observe a third significant effect of 
repeating a basic idea. Immediate repetition within a pre¬ 
sentation has the result of separating the individual ideas 
from each other. At the end of the phrase, we do not have 
the impression that thematic closure (or “cadence”) has 
been achieved. On the contrary, the strongly ongoing qual¬ 
ity created by a presentation generates demand for a contin¬ 
uation phrase, one that will directly follow, and draw conse¬ 
quences from, the presentation. 

The formal function of continuation has two outstanding 
characteristics: fragmentation, a reduction in the size of the 
units; and harmonic acceleration, an increase in the rate of 
harmonic change. Both characteristics are manifest in this 
sonata theme. 6 

In the presentation phrase, the size of the constituent 
units (i.e., the basic idea) is two measures. At the beginning 
of the continuation phrase, the units are reduced by a half. 
As in the presentation, the immediate repetition of the units 
helps clarify their size. When we hear the material of mea¬ 
sure 5 starting over again in measure 6, we realize that the 




SOME BASIC FORMAL FUNCTIONS 11 


unit is only one measure long. In this example, the frag¬ 
ments derive motivically from the preceding ideas. But such 
a motivic connection need not occur, for the concept of 
fragmentation exclusively concerns the length of the musical 
units, not necessarily their motivic content. 

In the presentation phrase, the harmony changes every 
two measures. In the continuation, there is a steady acceler¬ 
ation in the harmonic rhythm. It is a particular feature of 
this theme that each of the component units through mea¬ 
sure 6 contains a single harmony, and therefore fragmenta¬ 
tion and harmonic acceleration go hand in hand. In many 
cases, however, these processes are not congruent. We will 
encounter examples in which the units decrease in size 
within a uniform harmonic rhythm or, conversely, in which 
an increase in the rate of harmonic change occurs without 
any corresponding fragmentation of the units. 

Let us now briefly examine the motivic organization of 
the continuation phrase. We have already seen that the 
fragmented units derive from the basic idea. To create the 
fragmentation, Beethoven simply detaches motive “b” from 
the basic idea, thus giving that motive special attention. An¬ 
other way of understanding this process is to say that mo¬ 
tive “a” has been largely eliminated, that all that remains is 
die leaping grace note of measures 5-6 and the arpeggiated 
chord in measure 7. In that same measure, the sixteenth- 
note triplet, the most prominent rhythmic idea of motive 
“b,” is abandoned, and the melodic descent occurs via 
eighth notes instead. This systemadc eliminadon of charac¬ 
teristic motives is termed liquidation. Fragmentation and 
liquidation frequently work together, as in this example. In 
principle, however, they are different compositional proc¬ 
esses: fragmentation concerns the lengths of units, and liq¬ 
uidation concerns the melodic-motivic content of units. 

The continuation phrase of this sentence ends with a half 
cadence (HC), which effects closure for the entire theme. Ca- 
dential function is the third formal function—beside pre¬ 
sentation and continuation—in the sentence theme-type. 7 
A cadential idea contains not only a conventionalized har¬ 
monic progression but also a conventionalized melodic for¬ 
mula, usually of falling contour. The melody is conventional 
because it lacks motivic features that would specifically as¬ 
sociate it with a particular theme. In this sense, the caden¬ 
tial idea stands opposed to the basic idea, whose characteris¬ 
tic motives are used precisely to define the uniqueness of 
the theme. When we hear measures 1-2, we immediately 
identify them as belonging to a specific piano sonata by 
Beethoven, but when we hear measures 7-8 alone, we 
could well imagine them closing any number of themes 
from different works. 

We can now understand that the purpose of motivic 
liquidation is to strip the basic idea of its characteristic fea¬ 
tures, thus leaving the merely conventional ones for the 
cadence. Not all themes feature liquidation, and when 
they do not, the composer achieves the same end by simply 


abandoning material from the basic idea and writing a ca¬ 
dential melody that is not directly derived from the earlier 
idea. 

Although continuation and cadential are separate func¬ 
tions, we can observe that the cadential idea of measures 
7-8 grows naturally out of the preceding measures. The 
processes of fragmentation, harmonic acceleration, and liqui¬ 
dation begun in measure 5 extend all the way to measure 8, 
and thus the cadential material here seems to be genuinely a 
part of the continuation process as well. Indeed, the two 
functions of continuation and cadential normally fuse into a 
single “continuation phrase” in the eight-measure sentence. 
(We will see later in this chapter, in connection with a subor¬ 
dinate theme, that the two functions can occupy individual 
phrases of entirely different melodic-motivic content.) 

A second example illustrates again the main features of 
the eight-measure sentence and also reveals some additional 
characteristics of the basic functions already introduced. 
Example 1.2 forms the opening theme of the slow move¬ 
ment from Beethoven’s final published work, the String 
Quartet in F, Op. 135. (The theme proper begins in mea¬ 
sure 3; it is preceded by a two-measure introduction, to be 
discussed in connection with ex. 1.5.) Measures 3-4 bring a 
basic idea whose repetition in the following two measures 
creates a presentation phrase. The subsequent continuation 
features fragmentation of the two-measure idea into one- 
measure units and concludes with a perfect authentic cadence 
(PAC) in measure 10. 8 

Let us now examine some details that distinguish this 
sentence from the preceding one. As before, the presenta¬ 
tion phrase prolongs tonic harmony in root position. 9 But 
whereas example 1.1 contains a statement-response repeti¬ 
tion of tonic and dominant versions, the repetition in this 
example brings no fundamental change of harmony. Such a 
repetition is termed exact, even when there are ornamental 
differences in melody or harmony. 

Another difference between the examples concerns the 
content of the fragmented units. In the piano sonata, the 
fragments retain a motive from the basic idea. In the quar¬ 
tet, they bring entirely different melodic material. Yet 
structural fragmentation can still be identified there despite 
the lack of motivic connection between the basic idea and 
the shorter units of the continuation phrase. The frag¬ 
mented units of this example also display a new, third type 
of repetition, in which the entire fragment in measure 7 is 
transposed to different scale-degrees in measures 8-9. This 
sequential repetition is particularly characteristic of continua¬ 
tion function. By convention, we refer to the initial unit 
as a model and each unit of repetition as its sequence. Thus 
sequential repetition can also be termed model-sequence 
technique. 

At the harmonic basis of sequential repetition is a sequen¬ 
tial progression of the harmonies—that is, chords whose 
roots are organized according to a systematic intervallic 
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example 1.3 Mozart, Fine kleine Nachtmusik, K. 525,1!, 1-8 


antecedent consequent 


b.i. c.i. b.i. c.i. (new) 



pattern. In the example here, the roots progress by a series 
of descending fifths (F, Bl>, El>, At, Dl>). Harmonic sequence 
is an important characteristic of a continuation. The ongo¬ 
ing quality of such a progression—its projection of har¬ 
monic mobility—coordinates perfectly with the forward 
impetus to a goal associated with this formal function. 

At this point we may inquire whether the continuation 
phrase of this excerpt brings about an acceleration of har¬ 
monic rhythm, another trait of continuation function. The 
foreground harmonies progress at a fairly consistent rate of 
two chords per measure, hence, no acceleration. But this 
level of harmonic activity does not necessarily conform to 
our listening experience. The dominant seventh chords 
that prolong the tonic in the basic idea and its repetition 
seem not to represent genuine harmonies in their own 
right; thus we perceive a kind of harmonic stasis through¬ 
out the presentation phrase. 10 In comparison, the sequen¬ 
tial progression of the continuation phrase brings a palpa¬ 
ble sense of harmonic motion and increased activity. We 
see, therefore, that an analysis of harmonic acceleration 
can be problematic and requires careful judgment about 
the relative structural importance of the constituent chords 
in the progressions. 

As in the sonata example, the fragmented units of the 
quartet lead directly into a cadential figure to close the 
theme. Here, however, the perfect authentic cadence cre¬ 
ates a greater sense of closure than does the half cadence of 
the previous example. 

PERIOD 

The two themes from Beethoven just examined exemplify 
the principal features of the sentence, although they express 
the main functions of the form in diverse ways. Most funda¬ 
mentally, the themes differ with respect to their cadential 
closure. Whereas the sonata theme remains structurally in¬ 
complete because of its ending with a half cadence, the 
quartet theme fully completes its essential harmonic and 
melodic processes by means of a perfect authentic cadence. 

That formal units can express varying degrees of caden¬ 
tial closure allows for the possibility of creating thematic 


organization based largely on such cadential differentiation. 
If an initial unit ending with a weak cadence is repeated and 
brought to a fuller cadential close, then we can say, follow¬ 
ing traditional usage, that the first unit is an antecedent to 
the following consequent. Together, the two functions of an¬ 
tecedent and consequent combine to create the theme-type 
normally termed period. 

Like the sentence, the period is normatively an eight- 
measure structure divided into two four-measure phrases. 11 
Example 1.3, the opening of the slow movement of Mozart’s 
Ei-ne kleine Nachtmusik, K. 525, illustrates the model period 
form. Like the presentation of a sentence, the antecedent 
phrase of a period begins with a two-measure basic idea. 
The same features of a basic idea discussed in connection 
with the sentence apply to the period as well. Instead of im¬ 
mediately repeating the basic idea, however, measures 3-4 
of the antecedent phrase bring a contrasting idea that leads to 
a weak cadence of some kind. 

The notion of a “contrasting” idea must be understood 
in the sense of its being “not-a-repetition.” The extent to 
which a contrasting idea differs from a basic idea may be 
striking, as in the example here. At other times, however, 
the contrast may be minimal. Nevertheless, the idea in 
measures 3-4 of an antecedent phrase must be sufficiently 
distinct from the basic idea that we do not perceive it to be 
a repetition, for if it were, we might very well believe that a 
presentation was in the making. 

It is difficult to generalize about the nature of a contrast¬ 
ing idea, but we can say that it often features characteristics 
of continuation function such as fragmentation, an in¬ 
creased rate of harmonic change, harmonic sequence, and a 
conventionalized melodic formula for the cadence. In 
Mozart’s theme, measures 3-4 (including the upbeat) re¬ 
veal obvious fragmentation and a degree of harmonic ac¬ 
celeration. 

The consequent phrase of the period repeats the ante¬ 
cedent but concludes with a stronger cadence. More specif¬ 
ically, the basic idea returns in measures 5-6 and then leads 
to a contrasting idea, which may or may not be based on 
that of the antecedent. 12 In example 1.3, measures 7-8 
bring a distinctly different melody for the contrasting idea 
of the consequent. Most important, of course, the contrast- 
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ing idea must end with a cadence stronger than the one 
closing the antecedent, usually a perfect authentic cadence. 

SMALL TERNARY 

A third fundamental theme-type, the small ternary, em¬ 
braces a new set of formal functions. Two basic notions lie 
at the heart of this three-part design: (1) a relatively closed 
thematic unit is juxtaposed with a structurally open unit of 
contrasting content and formal organization, and (2) the 
original unit is brought back, but in a manner that ensures 
complete closure of the theme. 

This formal scheme is traditionally indicated in letter 
notation as A-B-A ', and for convenience we can continue 
to use this nomenclature for the small ternary form. Such 
letter designations, however, are preferably supplemented 
by descriptive labels that specify more precisely the formal 
function of the three sections. Thus, the initial section is 
termed an exposition-, the later return of that section, a reca¬ 
pitulation-, and the section that stands between these two, a 
contrasting middle . 13 

The exposition (A) of the small ternary form is frequently 
built as one of the conventional theme-types already dis¬ 
cussed—namely, a sentence or a period. Less conventional 
thematic designs are occasionally found there as well. 14 As 
for its tonal plan, the section may remain throughout in its 
initial tonality, the home key, or else the section may modu¬ 
late to a closely related subordinate key (usually the dominant 
region if the home key is major, or the mediant if the home 
key is minor). In either case, the exposition confirms that 
key with a perfect authentic cadence, thus creating sufficient 
closure to render the exposition a structurally independent 
section. We could say, indeed, that the A section emphasizes 
tonic, since its closing chord and (almost always) its opening 
one express this harmony. 15 

The contrasting middle (B) of the small ternary achieves 
its contrast foremost through harmonic means—namely, 
by an emphasis on dominant. The final harmony of the sec¬ 
tion is almost always the dominant of the home key, and 
frequently the section opens with this harmony as well. In 
the simplest case, the B section consists entirely of a stand¬ 
ing on the dominant, a passage supported exclusively by a 
dominant prolongation. 

This harmonic contrast is usually associated with new 
melodic and rhythmic material. In addition, the section 
may feature changes in texture, instrumentation, and ac- 
companimental patterns. Contrary to popular belief, how¬ 
ever, contrasts of this sort are of secondary importance and 
are not required of the form. The contrasting middle of 
many a small ternary is based entirely on the motivic and 
textural content of the exposition. 

Finally, a word must be said about the general phrase- 
structural organization of the B section. Compared with the 


exposition, the contrasting middle is less often composed as 
a conventional theme-type (indeed, the period form is 
never found). Rather, the B section has a loose organization 
in relation to the more tight-knit A section. Although the 
distinction between tight-knit and loose organization has an 
important role in this book, these expressions are first in¬ 
troduced as vague metaphors whose meaning in relation to 
strictly musical phenomena must eventually be clarified. 
For the present, I will not attempt to define these notions; 
rather, I will gradually demonstrate their significance in 
connection with specific examples and the formal issues 
they generate. 16 

The recapitulation (A') of the small ternary has two main 
functions: to complete the harmonic-melodic processes left 
open at the end of the B section (and by a modulating A sec¬ 
tion) and to create a semblance of formal symmetry by pro¬ 
viding a return of the exposition. In order to realize these 
two functions, the A' section is required, at the very least, to 
begin with the basic idea of the A section and to close with a 
perfect authentic cadence in the home key. On occasion, the 
recapitulation brings back the entire exposition unchanged. 
More frequently, however, the A' section eliminates unnec¬ 
essary repetitions or further develops motives from the A 
section. If the exposition has modulated to a subordinate 
key, the recapitulation must be adjusted to remain in the 
home key so as to provide tonal unity to the theme. 

Example 1.4 shows the main theme of the second move¬ 
ment of Beethoven’s Piano Concerto No. 1 in C, Op. 15. 
The A section (mm. 1-8) is a fully conventional period: a 
two-measure basic idea is followed by a two-measure con¬ 
trasting idea, leading to a weak, half cadence in measure 4; a 
consequent phrase then repeats the material of the an¬ 
tecedent and closes with a stronger, perfect authentic ca¬ 
dence in measure 8. 

The B section (mm. 9-14) achieves its contrasting char¬ 
acter most obviously by new motivic content. More signifi¬ 
cantly, however, it contrasts with the exposition by empha¬ 
sizing dominant harmony. The section not only opens with 
this harmony but also concludes with a half cadence in mea¬ 
sure 12. The cadendal dominant is further intensified by its 
own dominant (Vt/V), both preceding and following the 
cadence. From the upbeat to measure 9 through the begin¬ 
ning of measure 10, the dominant scale-degree also is em¬ 
phasized when the bass line leaps down to the low Els on 
the second half of each beat. 1. All this dominant emphasis 
generates considerable harmonic tension, which is eventu¬ 
ally resolved in the recapitulation. 

Let us now examine in detail the formal organization of 
this contrasting middle. The section begins with a new two- 
measure idea. Like the basic idea of a sentence or period 
form, this idea is essentially grounded in tonic harmony de¬ 
spite its literal beginning with a dominant. The idea begins 
to sound again, in the form of an exact repetition, which, if 
realized, would create a normal presentation phrase. But in 
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example 1.4 Beethoven, Piano Concerto No. 1 in C, Op. 15, ii, 1-18 
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the second half of measure 11, the harmony is substantially 
altered, and the passage arrives on dominant harmony for 
the half cadence. Following the cadence, measures 12-14 
function as a standing on the dominant, within which the 
unit size is fragmented in measures 12 and 13. 

How can we understand the overall phrase structure of 
this B section? If we focus exclusively on the disposition of 
its melodic-motivic content, we might be tempted to rec¬ 
ognize a sentence form (i.e., a two-measure idea that is re¬ 
peated and subsequently fragmented). Such a view, how¬ 
ever, ignores the fundamental harmonic and cadential 
organization of the passage and thus misinterprets its form- 
functional behavior. 

First, the opening four measures do not prolong tonic 
harmony, and thus we cannot speak of a genuine presenta¬ 
tion phrase. Moreover, the presence of a cadence at the end 
of this phrase rules out a presentation, since this function, in 
principle, does not end with a cadence. The possibility of a 
sentence is further weakened when we recognize that mea¬ 
sure 12 brings the only cadential moment in the passage. 
Thus unlike a real sentence, the fragmentation of the basic 
idea follows, rather than precedes, the harmonic-melodic 
goal. As a result, the conclusion of the harmonic process of 


the section (as marked by the half cadence in m. 12) does not 
coincide with the conclusion of the broader grouping 
process (end of m. 14), which sees the establishment of an 
idea, its repetition, and its ultimate fragmentation. 18 

Since the sentence model is not applicable to an analysis 
of the B section, we might wish to consider whether the pe¬ 
riod model offers any help instead. In particular, the pres¬ 
ence of a half cadence at the end of a four-measure phrase 
suggests an antecedent function. This interpretation is not 
convincing, however, because measures 11-12 (with upbeat) 
seem to be more a repetition of the basic idea than a con¬ 
trasting idea, as expected by an antecedent phrase. 

We can thus conclude that the contrasting middle sec¬ 
tion acquires a nonconventional form as a result of two 
main features: (1) the initial four-measure phrase is neither 
a genuine presentation nor an antecedent (although it has 
elements of both), and (2) the half cadence does not come at 
the end of the fragmentation but, rather, precedes it. Both 
these nonconventional aspects yield a significantly looser 
organization in relation to the more tightly knit periodic 
design of the preceding exposition. 

Let us now turn to the A’ section (mm. 15-18). In com¬ 
parison to the exposition, the recapitulation is significantly 
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reduced in size and content. Its four measures consist of a 
restatement of the basic idea from measures 1-2 and a new 
contrasting idea (i.e., one not found in the A section), which 
leads to a perfect authentic cadence. In effect, the A' is built 
exclusively as a consequent. And this phrase alone fulfills 
the two primary conditions of recapitulation function— 
opening with the basic idea from the A section and closing 
with a perfect authentic cadence in the home key. 

It is easy to understand why Beethoven does not simply 
restate the entire period of the A section, for the music that 
he has eliminated is structurally superfluous. It is unneces¬ 
sary to bring yet another half cadence (as in mm. 3-4), espe¬ 
cially after the dominant emphasis of the B section, and it is 
redundant to repeat the basic idea (as in mm. 5 - 6), since the 
listener is by now familiar enough with this material. A sin¬ 
gle consequent phrase is thus sufficient to give the impres¬ 
sion of recapitulating the essential content of the A section. 

FRAMING FUNCTIONS 

Up to this point we have been discussing tire form-func¬ 
tional constituents of the three principal theme-types: pre¬ 
sentation, continuation, and cadential for the sentence; an¬ 
tecedent and consequent for the period; and exposition (A), 
contrasting middle (B), and recapitulation (A') for the small 
ternary. All these functions occur within the boundaries of 
the themes as defined by their structural beginning and end. 

Some themes contain music standing outside these 
boundaries—material that functions as a “before-the- 
beginning” or an “after-the-end.” These seemingly para¬ 
doxical functions can perhaps be made clearer by analogy 
to a running race. The beginning of the race is literally 
marked by the opening gun; the end, by the moment when 
each runner crosses the finish line. But the full experience 
of the race also includes the time preceding and following 
these temporal boundaries. The period of time when the 
runners set themselves up in the starting blocks and wait 
for the officials to fire the gun is filled with a sense of accu¬ 
mulating tension, which is temporarily released when the 
race finally gets under way. What happens after the run¬ 
ners cross the finish line belongs to the complete experi¬ 
ence of the race as well. The runners do not merely stop 
cold, but instead they gradually release their physical and 
psychical energy by slowing down into a sprint, followed 
by some brief walking. 

A musical theme contains similar temporal phases. The 
theme’s structural beginning is articulated by the start of its 
basic idea; its end is defined by the mom ent of cadential ar¬ 
rival. Occasionally, the theme is framed by material that pre¬ 
cedes and follows these structural limits. Such, framing func¬ 
tions are termed introduction and postcadential, respectively. 


Introduction 

An introduction to a theme (or thematic introduction, as it: 
may more technically be called) is generally short, two to 
four measures at most. 19 Sometimes one or two chords 
alone suffice, such as at the start of Beethoven’s Eroica Sym¬ 
phony. The melodic-motivic component of such an intro¬ 
duction is either weakly defined or entirely absent, so that 
the expression of a genuine basic idea can be saved for the 
structural beginning of the theme. Thematic introductions 
usually emphasize tonic harmony, although in certain situa¬ 
tions (such as at the beginning of a subordinate theme), 
dominant harmony may be employed. 

Introduction function is well illustrated by example 1.5, 
which immediately precedes the Beethoven quartet theme, 
discussed in example 1.2. This two-measure introduction 
presents a gradual establishment of the tonic triad through 
the staggered entrance of each of the four instruments. 
Even on first hearing, we would not likely mistake these 
measures for the beginning of the theme, since they possess 
no distinct melodic profile. Our impression that they serve 
an introductory function is confirmed with the arrival of the 
true basic idea in measures 3-4, marking the structural be¬ 
ginning of die theme. 

Despite the lack of motivic material and harmonic pro¬ 
gression, diese measures institute a distinct dynamic process. 
The term dynamic is used here in a broader sense than 
merely “intensity of sound” (i.e., loud or soft, crescendo or 
decrescendo). Rather, dynamic activity involves the system¬ 
atic growing or diminishing of tension and excitement cre¬ 
ated by a variety of musical means, including changes of in¬ 
tensity. As a general rule, a thematic introduction features 
what Wallace Berry terms a progressive dynamic —one in 
which there is an increasing buildup of energy and anticipa¬ 
tion. 20 From a rhythmic point of view, this dynamic growth 
is usually described as an “anacrusis,” an upbeat, whose cor¬ 
responding “thesis,” a downbeat, is the structural beginning 
of the theme. 

A progressive dynamic is clearly manifest in this exam¬ 
ple, not only by the actual crescendo but also by the accu¬ 
mulating texture. In fact, the analogy of runners taking 
their place in the starting blocks is particularly appropriate 
here, where each instrument enters one after the next. 
Moreover, the lack of melodic material creates an anticipa¬ 
tion for the appearance of a distinctive melody at the begin¬ 
ning of the theme. A definite anacrustic quality is also pre¬ 
sent in these measures. When the downbeat at measure 3 
arrives, it is interesting to observe how Beethoven suddenly 
pulls back the intensity level (potto voce). This change in in¬ 
tensity should not be entirely surprising, since the moment 
of beginning, the downbeat, has sufficient structural weight 
not to require any additional emphasis. 
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Postcadential Function 

Introductions to themes are relatively rare, as most themes 
literally start with their structural beginning. More fre¬ 
quently, a theme may include postcadential material, music 
that follows the point of cadential arrival. In general, post ¬ 
cadential functions appear in two main varieties, depending 
on the type of cadence closing the theme. A perfect authen¬ 
tic cadence can be followed by a closing section containing 
codettas-, a half cadence can be followed by a standing on the 
dominant , a phrase type already discussed in connection 
with example 1.4 (mm. 12-14). 21 

Both types of postcadential function prolong the final 
harmony of their preceding cadence. In addition, both tend 
to feature a recessive dynamic , in which the energy accumu¬ 
lated in the motion toward the cadential goal is dissipated. 22 

Closing section, codettas. A closing section to a theme 
consists of a series of codettas; rarely does a closing section 
contain a single codetta. In most cases the initial codetta is 
repeated, after which fragmentation brings reduced ver¬ 
sions of the same codetta or else entirely new ones. The 
grouping structure of an extensive closing section can 
therefore resemble a sentence. 

An individual codetta can be as short as a single chord or 
as long as a full four-measure phrase. Codettas usually con¬ 
tain melodic-motivic material different from that found in 
the theme itself, though, at times, material from the open¬ 
ing basic idea or from the closing cadential idea may be 
reused within the codetta. As a general rule, melodic activ¬ 
ity tends to center on the tonic scale-degree in order to pre¬ 
serve the melodic closure achieved by the cadence and to 
prevent the codetta from sounding like a new beginning. 

Harmonically, a codetta prolongs the root-position tonic 
of the cadence. This prolongation can take a variety of 
forms. In some cases, a tonic pedal in the bass voice under¬ 
lies the entire codetta; at other times, tonic and dominant 
harmonies alternate with each other (the dominant thus 
functioning as a neighboring or passing chord). Frequently, 
the tonic prolongation features a local tonicization of sub¬ 
dominant harmony. 23 

A codetta occasionally has a cadential progression at its 


example 1.6 Beethoven, String Quartet in F, Op. 135, iii, 

10-13 


closing section 

codetta v; frag. 



basis. This fact has resulted in some serious misunderstand¬ 
ings about the nature of cadence and codetta. When some 
theorists or historians refer to the closing section as a “ca¬ 
dential area” or a “cadence phrase,” they are suggesting that 
the music has a cadential function. But only the material 
leading to the cadential arrival—the point that marks the 
structural end of the theme—can truly be said to fulfill ca¬ 
dential function. A closing section (and its constituent 
codettas), on the contrary, plays an entirely different role, 
namely, a postcadential one. Thus, whereas an individual 
codetta may indeed resemble a cadential idea, these two 
units of musical form remain conceptually (and experien- 
tially) distinct. 

The Beethoven quartet theme (see ex. 1.2) includes a 
brief closing section, shown here in example 1.6, which 
consists of codettas based on the cadential idea of the 
theme. 24 Following the cadence in measure 10, Beethoven 
writes a one-measure codetta by shifting the cadential 
melody into the bass voice (played by the cello). He then 
repeats the codetta in the second half of measure 11 by 
transferring the idea back to its original location in the 
upper voice. The passage concludes with a single, short 
codetta built over a tonic pedal (and including a neighbor¬ 
ing subdominant). This final half-measure codetta repre¬ 
sents fragmentation in relation to the preceding one- 
measure codettas. 

Standing on the dominant. When a theme (or a portion 
thereof) ends with a half cadence, the final harmony can be 
prolonged by means of a postcadential standing on the 
dominant. We have already seen an instance of this proce¬ 
dure in the Beethoven concerto theme (see ex. 1.4). The B 
section reaches its harmonic goal with a half cadence on the 
downbeat of measure 12. The dominant is then prolonged 
to the end of measure 14 through the use of its own domi¬ 
nant (V/V) as neighboring chords. In this example, the 
postcadential area is based on material of the half cadence 
itself. Such a procedure recalls how the quartet theme uses 
the cadential idea for the codettas. More often than not, 
however, the melodic-motivic content of a standing on the 
dominant is entirely new. 
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INTERTHEMATIC FUNCTIONS: 

A SONATA EXPOSITION 

Up to this point we have been focusing on the functional 
constituents of individual themes—that is, on the formal 
properties of the various phrases or sections associated with 
a single thematic unit. These intrathematic functions, as they 
may be termed, are linked together in a specified order and 
thus establish a kind of “syntax” of formal organization. 
Thus, a typically syntactical sequence of functions—pre¬ 
sentation, continuation, cadential, and closing section— 
creates a theme conforming to the formal conventions of 
music in the classical style. Conversely, the following suc¬ 
cession of functions—continuation, closing section, caden¬ 
tial, presentation, and introduction—is entirely nonsyntac¬ 
tic and unstylistic. 

Just as the component parts of themes are functionally 
differentiated, so, too, are the various themes (or themelike 
units) in movements. Moreover, these interthematic functions 
also occur in a conventionalized order (depending on the 
full-movement form) and thus give rise to a higher-level 
formal syntax. To conclude this opening chapter, let us 
briefly consider the nature of interthematic functionality in 
connection with the three principal functions of an exposi¬ 
tion section of sonata form—main theme, transition, and 
subordinate theme. 

As discussed, the definition of intrathematic formal func¬ 
tions depends largely on their underlying harmonic progres¬ 
sions in a given key. For the interthematic functions, issues 
of tonality—relations among various keys—come more to 
the fore. Inasmuch as most complete movements contain 
multiple themes, tonal monotony would result if all of the 
themes were to reside in the same key. Consequently, most 
movements feature a prominent modulation away from the 
initial home key to a new subordinate key, one that is closely 
related to, and ultimately dependent on, the home key. 
Eventually, the home key returns (often after the music has 
explored additional related keys) and is fully confirmed in 
order to provide tonal unity to the movement as a whole. 

The various themes and themelike units of a movement 
directly participate in expressing this tonal design; hence, 
their formal functions are fundamentally based on their re¬ 
lationship to tonality. In a sonata-form exposition, the main 
theme expresses the home key through cadential closure. 
Likewise, a later-occurring subordinate theme confirms the 
subordinate key. Standing between these two functions is 
the transition, a themelike unit that destabilizes the home 
key and (usually) modulates to the subordinate key. 

Tonal considerations are thus central to the functional 
distinctions among themes and themelike units. But tonality 
alone does not account for the differing phrase-structural 
designs manifested by these functions. Rather, we can in¬ 
voke again the distinction between tight-knit and loose to 
help characterize the varying formal organization of the in¬ 


terthematic functions. As a general rule, the main theme is 
the most tight-knit unit in a sonata exposition, whereas die 
transition and subordinate theme are distinctly looser in 
structure. 25 

As mentioned, tight knit and loose are metaphors that 
defy simple definition. Yet I can now offer some general ob¬ 
servations about which musical factors help create one or 
the other type of formal expression. Tight-knit organiza¬ 
tion is characterized by harmonic-tonal stability, cadential 
confirmation, unity of melodic-motivic material, efficiency 
of functional expression, and symmetrical phrase groupings. 
Loose organization is characterized by harmonic-tonal in¬ 
stability, evasion or omission of cadence, diversity of 
melodic-motivic material, inefficiency or ambiguity of 
functional expression, and asymmetrical phrase groupings 
(arising through extensions, expansions, compressions, and 
interpolations). These distinctions are well illustrated by 
the exposition from the first movement of Beethoven’s 
Piano Sonata in F Minor, Op. 2/1, whose main theme 
served as the initial example of this chapter. 

Main Theme 

As already discussed, the main theme of this exposition is a 
model sentence form (see ex. 1.1). 'light-knit organization is 
expressed in a number of ways. Harmonic and tonal stability 
are created by both the clear establishment of the home-key 
tonic in the presentation phrase and the cadential confirma¬ 
tion of that key at the end of the continuation. (Greater har¬ 
monic stability and a correspondingly tighter form would 
result if the theme closed with an authentic cadence rather 
than a half cadence.) The melodic material is unified 
through the use of motives derived exclusively from the 
basic idea, and the grouping of this material into two four- 
measure phrases is highly symmetrical. Finally, the con¬ 
stituent functions (presentation, continuation, and cadential) 
are presented in the most compact and efficient manner pos¬ 
sible. Every detail of the musical organization contributes to 
the functional expression, and nothing can be eliminated 
without obscuring an aspect of that functionality. 

Transition 

The transition, shown in example 1.7, begins in measure 9 
and stretches to measure 20. The section begins with a re¬ 
statement of the main theme’s basic idea in the lower voice. 
The appearance of this idea in a C-minor harmony throws 
the prevailing tonal context into doubt, for this minor har¬ 
mony would not normally be interpreted as dominant in 
the home key of F minor. (A genuine dominant harmony 
contains the leading-tone of the key.) Instead, these mea¬ 
sures suggest tonic in C minor, analogous to the har¬ 
monic-tonal context at the beginning of the main theme 
(see ex. 1.1, mm. 1-2). 



example 1.7 Beethoven, Piano Sonata in F Minor, Op. 2 / 1 , i, 9-20 


Transition 


continuation 


standing 




example 1.8 Beethoven, Piano Sonata in F Minor, Op. 2/1, i, 21-48 


Subordinate Theme 

presentation continuation 
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The basic idea is neither repeated (as in a presentation 
phrase) nor juxtaposed with a contrasting idea (in the man¬ 
ner of an antecedent). Rather, it is followed by four mea¬ 
sures that display features of continuation function: frag¬ 
mentation into one-measure units (cf. mm. 5 - 6 of the main 
theme), acceleration of harmonic rhythm, and a descending 
fifth sequential progression. 26 In measures 15-16, the tonal 
context is finally clarified when the continuation phrase 
concludes with a half cadence in the subordinate key of At 
major. Beethoven then extends the sense of arrival by twice 
repeating the half-cadence idea, thus creating a postcaden- 
tial standing on the dominant for four measures. 

How does this transition express a looser organization? 
Most obviously by its harmonic and tonal instability in rela¬ 
tion to the main theme. At first, the sense of home key is 
disrupted by the C-minor harmony, which seems to func¬ 
tion as a new tonic. But the key of C minor never receives 
cadential confirmation, nor is its tonic even prolonged by a 
dominant (as in mm. 3-4 of the main theme). The subse¬ 
quent move to Al>, the genuine subordinate key, renders the 
transition modulatory. Additional harmonic instability' is 
imparted by the sequential progression and by the domi¬ 
nant emphasis of the postcadential area. 

In additional to harmonic-tonal means, the transition 
acquires a looser organization by virtue of its asymmetrical 
grouping structure—2 mm. (basic idea) + 6 mm. (continu¬ 
ation) + 4 mm. (standing on the dominant). Moreover, the 
formal functions of these groups, though fully identifiable, 
are not as efficiently expressed or as clearly defined as are 
those in the main theme. For example, the continuation is 
extended by two measures over its typical four-measure 
length in a tight-knit sentence. 27 Since these two measures 
are not essential for establishing continuation function, 
their presence creates a degree of redundancy that loosens 
the functional expression. Moreover, the moment of caden¬ 
tial arrival at measure 16 is somewhat obscured by the repe¬ 
tition of the half-cadence gesture within the standing on 
the dominant (which dominant chord—m. 16, m. 18, or m. 
20—represents the real cadence?). Finally, the lack of a full 
presentation phrase renders the transition’s beginning less 
solid, and so looser in expression, than the opening of the 
main theme. 

With respect to this last point, the absence of a presenta¬ 
tion must not be seen to reflect a compositional weakness. 
An additional statement of the basic idea is hardly' necessary 
in light of its firm establishment in the presentation of the 
main theme. Likewise, the foregoing observations on func¬ 
tional inefficiency and cadential obscurity are not meant to 
imply a faulty structure of any kind. On the contrary, these 
loosening techniques are entirely appropriate to the transi¬ 
tion’s fundamental functions—namely, to destabilize the 
home key, to effect a modulation to the subordinate key, 
and to motivate the appearance of the subordinate theme, 
which will eventually confirm the new key. 


Subordinate Theme 

The subordinate theme, shown in example 1.8, begins with 
a new two-measure basic idea. (This “new idea” is actually 
an inverted variant of the main theme’s basic idea; see ex. 
1.1, mm. 1-2.) With the repetition of this basic idea in 
measures 23-24, the melodic-motivic requirement for 
presentation function is fulfilled; however, we may wonder 
whether the harmonic requirement—the presence of a 
tonic prolongation—is satisfied as well. 

At first glance, measures 21-24 would seem to prolong 
dominant harmony (of At major) as a result of the bass 
pedal. But temporarily ignoring the pedal, we can also hear a 
tonic prolongation, since the goal of the melody, the At on 
the third beat of measure 22 (and m. 24), demands to be 
supported by this harmonic function. 28 In this latter inter¬ 
pretation, the tonic is not merely a neighboring chord to the 
preceding and following dominant; rather, the dominant is 
subordinate to the tonic. We can thus recognize two levels 
of harmonic activity in this phrase: (1) a surface level con¬ 
taining the tonic prolongation, which satisfies the harmonic 
requirement of presentation function, and (2) a deeper level 
containing the dominant prolongation (created by the bass 
pedal), which undermines, but does not obliterate from our 
perception, the lower-level tonic prolongation. 29 

A continuation phrase starts in measure 25. The basic 
idea begins to be repeated again, but before reaching com¬ 
pletion, the melodic line leads abruptly into a new eighth- 
note motive (“x”). The continuation develops this motive, 
fragments the preceding two-measure units of the presenta¬ 
tion phrase into half-measure segments, and accelerates the 
harmonic rhythm. 

The continuation reaches a climax at measure 33 with a 
prominent arrival on I 6 . At this point, too, the melodic and 
rhythmic material changes when motive “x” gives way to a 
long, descending scale passage. The resulting four-measure 
phrase is then repeated (beginning in m. 37) and extended 
by an extra measure in order to bring a perfect authentic ca¬ 
dence on the downbeat of measure 41. To understand the 
formal function of this new phrase (and its repetition), it 
is necessary to carefully examine its underlying harmonic 
organization. 

The repeated phrase (mm. 37-41) features a complete 
authentic cadential progression: I 6 -II 6 -V(4 7 )-I. The initial 
phrase (mm. 33-36) is also based on this progression, but 
the promised cadence is evaded when the bass descends 
stepwise (through a VI chord) onto the I 6 in measure 37, 
which initiates the repetition of the phrase. 

In all the themes that we have looked at so far, the au¬ 
thentic cadential progression is a relatively short harmonic 
formula constituting the last part of a continuation or con¬ 
sequent phrase. In this example, however, the cadential pro¬ 
gression is expanded to the extent that it supports an entire 
phrase, one whose melodic-motivic content fully distin- 
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guishes it from the preceding continuation. A phrase built 
exclusively on such an expanded cadentialprogression (E.C.P.) 
can be said to have a uniquely cadential formal function. 

Following the authentic cadence in measure 41 comes a 
section made up of three short codettas (mm. 42-48). In 
traditional theories of sonata form, such a passage is often 
termed a “closing theme” or even a “cadence theme.” Since 
these codettas do not constitute a genuine theme in the 
sense developed in this study and since they are clearly 
postcadential in function, we can label these measures a 
closing section, as defined earlier in this chapter. 

Let us now interpret the structure of the subordinate 
theme (including its closing section) in terms of the criteria 
for tight-knit and loose formal organization that I have de¬ 
veloped thus far. In comparison to the eight-measure main 
theme, the subordinate theme distinguishes itself most 
obviously by its greater length—twenty-eight measures. 
Within its temporal boundaries, the subordinate theme 
consists of the same formal functions found in the main 
theme: presentation, continuation, and cadential. However, 
these functions assume a distinctly looser form. In the 
tight-knit sentence of the main theme, continuation and ca¬ 
dential functions are fused into a single four-measure con¬ 
tinuation phrase. The entire theme thus acquires a symmet¬ 
rical 4 + 4 grouping structure. The subordinate theme, on 
the contrary, becomes considerably looser when the contin¬ 
uation and cadential functions are given their own distinct 
phrases that possess a different melodic -motivic content 
and harmonic progression. Moreover, these functions are 
both extended and expanded to create an asymmetrical 
4 ■+ 8 + 4 + 5 grouping structure for the theme proper. 
Adding seven measures of the closing section (grouped 2 + 2 
+ 3) further lengthens the theme and renders it all the 
more asymmetrical. 

Distinguishing between processes of extension and ex¬ 
pansion is useful and important, especially since this subor¬ 
dinate theme features both loosening devices. 30 Extension 
results from “adding on” material to stretch out a particular- 
formal function in time. Continuation phrases are fre¬ 
quently extended when more units of fragmentation are in¬ 
cluded in the phrase than are necessary to express the func¬ 
tion. It usually takes only two measures of fragmentation to 
make the continuation function evident to the listener; thus 
the sense of continuation is fully manifest in this subordi¬ 
nate theme by the end of measure 27. But Beethoven then 
extends the phrase by five more measures of fragmented 
material (mm. 28-32) and thereby significantly loosens the 
functional expression of the phrase. 31 

Extension can also occur with cadential function. In that 
case, an implied cadence fails to materialize, and the func¬ 
tion is repeated in order to achieve the cadential goal. The 
subordinate theme could have closed with an authentic ca¬ 
dence in measure 3 7, but the cadential evasion motivates a 
repetition of the entire cadential phrase that substantially 


extends the function. Delaying the expected cadence makes 
its eventual arrival seem all the more powerful, thus dra¬ 
matically reinforcing the subordinate theme’s primary func¬ 
tion of confirming the subordinate key. 

Whereas extension occurs after a function has already 
been expressed, expansion arises in the process of establish¬ 
ing the function. Expansion involves the internal lengthen¬ 
ing of component members of the function over their nor¬ 
mative size in tight-knit themes. This loosening technique 
is most commonly associated with cadential function, in 
which the individual harmonies of the cadential progres¬ 
sion are lengthened compared with their relatively com¬ 
pressed appearance (usually in two measures) at the end of 
a tight-knit phrase. 32 Expansion thus resembles the rhyth¬ 
mic technique of “augmentation,” in which the durational 
values of the individual notes of an idea are systematically 
increased so that the original proportional relations among 
the durations is retained (i.e., doubled or quadrupled). In 
this subordinate theme, the component harmonies of the 
cadential progression are twice the length of those in the 
main theme (cf. ex. 1.1, mm. 7-8). But expansion tech¬ 
nique does not require that the durational proportions of 
the normative form be strictly maintained. A single har¬ 
mony of the cadential progression, for example, can be¬ 
come highly expanded in relation to the other harmonies 
(a procedure exemplified in the discussion of subordinate 
theme organization in chap. 8). 

We have seen how extension and expansion significantly 
loosen the continuation and cadential areas of this subordi¬ 
nate theme. The presentation is loosely organized as well, 
although it achieves its looser form not by phrase-structural 
means but by harmonic ones, namely, its underlying domi¬ 
nant pedal. As pointed out, the foreground harmony of the 
passage projects a tonic prolongation, but this inherent har¬ 
monic stability—particularly appropriate to the expression 
of a structural beginning—is undermined by the destabiliz¬ 
ing dominant prolongation, a progression more naturally 
associated with an after-the-end, postcadential function (or 
sometimes a structural middle, as in small ternary form). 33 
Consequently, the harmonic situation at the opening of this 
subordinate theme is not entirely supportive of an initiating 
formal function, and a looser organization is created from 
the resulting functional ambiguity (is the phrase still part 
of the preceding standing on the dominant, or is it a new 
beginning?). 

If the subordinate theme is distinctly looser than the 
main theme, how does the former stand in relation to the 
transition section, which also features a looser organiza¬ 
tion? In general, it is difficult to compare degrees of loosen¬ 
ing between transitions and subordinate themes, since both 
functions use many of the same loosening techniques. Nev¬ 
ertheless, somewhat different devices tend to be empha¬ 
sized by the two functions. In this exposition, the transition 
is rendered loose by harmonic, tonal, and cadential means, 



SOME BASIC FORMAL FUNCTIONS 21 


whereas the subordinate theme acquires its looser form 
from extensions and expansions of the grouping structure. 

Although it may be difficult to judge whether in a sonata 
exposition a given transition is more or less loose than a 
subordinate theme, the subsequent development section is 


almost always distinctly looser than any of the interthematic 
functions in the exposition. Indeed, a development com¬ 
bines harmonic--tonal instability with phrase-structural ex¬ 
tensions and expansions to create the most loosely orga¬ 
nized part of an entire sonata movement. 34 
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Fundamental Progressions 
of Harmony 


The important role of harmony in defining formal func¬ 
tions should be evident from the preceding chapter. The in- 
trathematic functions (such as presentation, continuation, 
and cadential) are especially contingent on specific types of 
local harmonic progression. Thus one of the earliest tasks 
in any formal analysis—indeed, perhaps the first task—is 
to determine the underlying harmony of a given passage. 
This chapter, a kind of brief Harmonielehre, systematically 
presents the fundamental harmonic progressions used by 
the classical composers to articulate formal functions. For 
ease of comparison, the progressions are exemplified as 
simple paradigms in the key of C major. 1 

HARMONIC FUNCTIONS 

Before dealing directly with progressions of harmonies, we 
must first define the individual harmonicfunctions that make 
up a progression. Chapter i illustrated the concept of func¬ 
tionality with respect to formal organization. Traditionally, 
however, the concept has been associated more with har¬ 
mony than with form. In the last quarter of the nineteenth 
century, Hugo Riemann developed an extensive theory of 
harmonic functions ( Funktionstheorie ), 2 which he offered in 
opposition to the prevailing theory of scale-degree progres¬ 
sions ( Stufentheorie , “step theory”). 3 Although Riemann’s 
ideas continue to dominate modern German thinking, har¬ 
monic theory in North America is largely rooted in the 
scale-degree tradition. Aspects of the functional approach 
have nevertheless made themselves felt on this continent, 4 
and, accordingly, this book, too, incorporates notions of 
harmonic functionality in a general scale-degree theory of 
harmony. 

The strict scale-degree theory recognizes seven distinct 
and independent harmonies in a given tonality. These har¬ 
monies are identified by roman numerals denoting the 
scale-degrees on which the roots (or fundamentals) of the 
harmonies stand. The functional theory rejects the notion 
of seven independent harmonies and instead recognizes 
three fundamental functions, which embrace all harmonic 
formations in a key. These functions form a logical progres¬ 


sion that serves to express tonality. The most important 
function is tonic, the central harmony of a key, the one to 
which all others ultimately relate and derive their meaning. 
The second function includes harmonies whose primary 
role is to progress to the tonic. These are dominant func¬ 
tioning harmonies, all of which contain the leading-tone. 
The third fundamental function comprises a variety of har¬ 
monies whose primary purpose is to lead to the dominant. 
Traditional functional theory speaks of a “subdominant” 
function in this connection, but the alternative term pre¬ 
dominant is used here because this function includes a num¬ 
ber of harmonic formations not directly related to the har¬ 
mony built on the fourth degree of the scale. 5 

The harmonic theory employed throughout this study 
combines features from both the scale-degree and the func¬ 
tional theories. Since the former is widely known, it need 
not be discussed any further. The latter, however, requires 
more elaboration to specify how the various harmonies and 
chords of a key are classified in relation to the three funda¬ 
mental functions. 6 

1. Tonic function. Tonic function is usually represented 
by the major or minor triad built on the first scale-degree 
(tonic) of a key. In certain contexts, the triad built on the 
submediant (VI) degree of the scale has a tonic function 
and can frequently “substitute” for an expected I chord, es¬ 
pecially when following a root-position V (the “deceptive 
resolution” of the dominant). 

2. Dominant function. Dominant function is most often 
represented by a major triad or a major-minor seventh 
chord built on the fifth scale-degree. The leading-tone di¬ 
minished triad in first inversion (VII 6 ) and the leading-tone 
seventh chord (VII 7 and its three inversions) also have a 
dominant function when they resolve to a tonic harmony. 
These leading-tone chords are not considered dominants 
when in some sequential situations, they progress to non¬ 
tonic harmonies (such as III). 

3. Pre-dominant fimction. The large number of pre¬ 
dominant harmonies in a key generally relate to one of two 
main types—those built above the fourth degree of the 
scale and those derived from the dominant of the dominant 
(V/V). 


2 3 
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example 2.1 Prolongations! progressions—pedal point 
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example 2.2 Prolongational progressions—neighboring chords 
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example 2.3 Prolongational progressions—passing chords 



Many harmony texts suggest that the subdominant triad 
leads most typically to the dominant. An examination of the 
classical literature reveals, however, that the supertonic 
triad in first inversion (II 6 ) is the more characteristic pre¬ 
dominant, Both II 6 and IV can be enriched through the ad¬ 
dition of dissonant sevenths, and even greater variety can be 
gained by means of modal mixture (or modal borrowing), in 
which chords containing notes from the minor scale are 
used in major-mode contexts, or vice versa. The “Neapoli¬ 
tan” or “phrygian” harmony in first inversion (HI 6 ) is an¬ 
other important pre-dominant, especially in minor. 

One group of pre-dominants features the chromatically 
raised fourth scale-degree, which functions as the leading- 
tone of the dominant. The significance of the raised fourth 
degree is highlighted by its normally being placed in the 
bass voice, so that its motion to the root of the following 
dominant is all the more enhanced. The most typical pre¬ 
dominant of this type is the diminished seventh VII 7 /V; 
the less dissonant V 6 /V and V?/V are also regularly en¬ 
countered. 


The three varieties of augmented sixth chords—the so- 
called Italian, German, and French sixths—are an impor¬ 
tant subclass of pre-dominant harmonies. They are usually 
built over the sixth degree of the natural minor scale. On 
occasion, however, they are also found over the raised 
fourth degree, thus revealing their kinship to secondary 
dominants of V 


HARMONIC PROGRESSIONS 

Let us now consider how the functions just described can 
be arranged to make progressions of harmonies. Most pro¬ 
gressions can be classified into one of three categories— 
prolongational, cadential, and sequential. Each category 
pertains to specific roles that progressions can play in the 
pitch organization of a particular musical passage: a prolon¬ 
gational progression sustains in time an individual harmony 
(within an implied tonality); a cadential progression con¬ 
firms a tonal center; and a sequential progression projects a 
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melodic-contrapuntal pattern independent of harmonic 
functionality. 7 

Prolongational Progressions 

A harmonic prolongation is created when a single harmonic 
entity is perceived in the listener’s imagination to be sus¬ 
tained through time, despite the presence of an interven¬ 
ing chord (or chords) of different harmonic meaning. The 
prolonged harmony thus “remains in effect without being lit¬ 
erally represented at every moment” throughout the pro¬ 
gression. 8 The intervening chord can be considered a subor¬ 
dinate harmony because it remains under the influence and 
control of the prolonged harmony. Prolongation thus en¬ 
tails two levels of harmonic activity: a local level that con¬ 
tains the succession of prolonged and subordinate har¬ 
monies and a deeper level that contains the prolonged 
harmony alone. 

For the listener to sense that an individual harmony is 
being prolonged, the subordinate harmony must form a 
strong functional connection to the prolonged harmony. 
Failing that, the progression must feature a conventional 
contrapuntal process that establishes an intimate voice¬ 
leading bond among all the chords. Both these conditions 
are often met within a prolongational progression. 

The many different prolongational progressions can be 
grouped into four main types according to the composi¬ 
tional technique associated with the prolongation. These 
techniques include the use of (1) a pedal point, (2) neigh¬ 
boring chords, (3) passing chords, and (4) substitute chords. 
Most of the progressions discussed and illustrated here pro¬ 
long tonic harmony, although many of them can prolong 
harmonies on other scale-degrees as well. 

Pedal point. The most perceptually forceful way of pro¬ 
longing a harmony is by means of a pedal point. The pedal, 
which lies in the bass voice throughout the progression, con¬ 
tains the root of the prolonged harmony (ex. 2.1). 9 In most 
cases, this harmony appears at the beginning and end of the 
progression. The bass note of the subordinate harmonies is 
replaced by the pedal note, thus significantly reducing the 
structural status of these harmonies; hence, they always are 
placed in parentheses in the analysis located below the 
music. 10 Since the missing bass often makes it impossible to 
determine the position of the subordinate chords, they are 
indicated in root position unless a specific inversion is im¬ 
plied by the context in which the progression arises. Prolon¬ 
gations featuring pedal points are prominently employed in 
connection with postcadential function. Example 2.1b, with 
its tonicized subdominant, is frequently used in codettas; ex¬ 
ample 2.1c is typical of a standing on the dominant. 

Neighboring chords. An individual harmony is prolonged 
by one or more neighboring chords when the prolonged har¬ 


mony remains in the same position (root position or in¬ 
versions) from the beginning to the end of the progres¬ 
sion. In such cases, a melodic neighbor-tone motion is 
usually (but not necessarily) present in one or more of the 
voices (ex. 2.2). 

Example 2.2a resembles the cadence formula described 
by many harmony textbooks. This progression can indeed 
be classified as cadential according to criteria to be devel¬ 
oped in the next section. In actual compositional practice, 
however, the simple I-V-I progression is often better un¬ 
derstood as prolongational. 

Passing chords. A given harmony is prolonged by one or 
more passing chords when the prolonged harmony changes 
position from the beginning to the end of the progression. 
Such prolongations usually see a passing tone in the bass 
voice lying between the root-position and first-inversion 
forms of the prolonged harmony. A variety of chords can be 
built over this passing tone, as shown in example 2-3a-f. 
Another common prolongation finds an ascending passing 
motion in the soprano (usually 3-4-5) against a bass that 
leaps in contrary motion (ex. z.}g). A passing chord may 
arise, however, without any of the voices literally displaying 
passing motion (ex. 2.3b). 

In some prolongational progressions, the passing chord 
is not an independent harmony because of its unstable 
six-four position or its weak functional relation to the pro¬ 
longed harmony. Such passing chords are placed in paren¬ 
theses in the analysis at all times and are given an added 
label, p (passing), to show that they arise primarily from 
contrapuntal processes and only minimally from harmonic 
ones. The passing chord in example 2.3c arises entirely out 
of the counterpoint and thus should not be analyzed as a II 7 
harmony. Not only is the progression I—II 7 —I nonfunc¬ 
tional, but also the “seventh” (C) is doubled and incorrectly 
resolved, thus violating the fundamental voice-leading for 
chordal sevenths. For these reasons, the symbol m 7 (minor 
seventh chord) is used in place of a roman numeral. 

Substitute chords. Some chords can participate in pro¬ 
longing a given harmony because they express the same 
fundamental function as does the prolonged harmony. In 
such cases, the original and substitute harmonies have two 
chord-tones in common, which largely accounts for their 
functional similarity (ex. 2.4a-c). Passing chords can be in¬ 
troduced between the original and substitute harmonies to 
form even more complex prolongations (ex. 2.4d-e). u 

In the preceding examples, the root of the substitute 
chord lies a third below the original harmony. In some situ¬ 
ations, a chord lying a third above participates in the pro¬ 
longation (ex. 2-4f-g). Here, die substitute chord is under¬ 
stood to arise out of passing motion in the soprano voice 
with the simultaneous elimination of the root (ex. 2.4I1; cf. 
ex. 2-4f). 



example 2.4 Prolongations! progressions—substitute chords 
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example 2.7 Authentic cadential progressions—pre-dominant embellishment 



example 2.8 Authentic cadential progressions—initial tonic embellishment 
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Cadential Progressions 

The harmonic progressions just discussed involve the pro¬ 
longation of an individual harmony irrespective of the func¬ 
tion that it may ultimately serve in a given tonality. As soon 
as we assign a specific function to the prolonged harmony 
-—be it tonic, dominant, or pre-dominant—then a tonal 
center of some kind is logically assumed. Thus a given pro¬ 
gression can prolong a “C-major harmony,” but this har¬ 
mony can be understood not only as tonic in the key of C 
major but also as dominant in F major or even pre-dominant 
in G. The task of confirming that an implied tonality is in¬ 
deed the actual tonality of the musical passage in question 
falls to a second category of progressions— cadential progres¬ 
sions . 12 The strongest tonal confirmation is achieved by an 
authentic cadential progression ; a weaker confirmation, by a 
half-cadential progression. 

Authentic cadential progressions. A complete cadential 
progression is made up of the fundamental harmonic 
functions in the following temporal sequence—tonic, pre¬ 
dominant, dominant, and tonic. (The two cadential tonics 
are distinguished as initial scad final tonics, respectively.) An 
incomplete cadential progression occurs when the initial 
tonic or pre-dominant (or both) is omitted. 

For the authentic cadential progression to possess suffi¬ 
cient harmonic strength to confirm a tonality, both the 
dominant and the final tonic must be in root position, their 
most stable form. The fundamental-bass motion of a de¬ 
scending fifth (or ascending fourth) is exposed in the bass 
voice so that the sense of a strong harmonic progression can 
be projected most powerfully. If the dominant were in¬ 
verted, then the move to the tonic would necessarily result 
in a stepwise motion in the bass, thus usurping the melodic 
function of the upper voices and undermining the bass’s 
own role as bearer of the harmonic fundamentals. If the 
final tonic is inverted (or otherwise altered harmonically) 
then a deceptive cadential progression is created (a variant 
type to be discussed in connection with ex. 2.9). 

Pre-dominant function within an authentic cadential 
progression is built most often over the fourth scale-degree 
in the bass, although it is occasionally found over the sec¬ 
ond or sixth degrees as well. 13 The initial tonic is usually 
placed in first inversion, probably so as not to anticipate 
(and thus spoil) the solid effect of the final root-position 
tonic. 14 

The basic form of the authentic cadential progression is 
shown in example 2.5a. Note that the pre-dominant har¬ 
mony above the fourth scale-degree is not the subdomi¬ 
nant triad, as many textbooks suggest but, rather, the first- 
inversion supertonic triad. To be sure, the IV chord is 
regularly encountered (ex. 2.5b), but the version with II s is 
more typical of the classical style. 15 


As already mentioned, either the initial tonic or the pre¬ 
dominant may be omitted, thus yielding an incomplete ca¬ 
dential progression. In such cases, the initial tonic is left out 
more often than the pre-dominant is, for eliminating the 
latter results in the loss of a fundamental harmonic func¬ 
tion. Excluding both of these harmonies occurs infre¬ 
quently in the literature. 

Let us now examine how each of the three harmonies 
that precede the final root-position tonic triad can be varied 
and embellished, beginning with the dominant and moving 
backward through the pre-dominant to the initial tonic. We 
can then consider how altering the final tonic leads to a de¬ 
ceptive cadential progression. 16 

1. Dominant embellishments. The principal embellishment 
of dominant harmony (besides adding a seventh, of course) 
occurs through the use of a “cadential six-four” chord con¬ 
structed over the fifth scale-degree (ex. 2.6). 17 The frequent 
use of the cadential six-four helps clarify, perhaps, why II 6 is 
preferred to IV as the main pre-dominant harmony in ca¬ 
dential progressions. If we compare example 2.5a with 2.5b, 
we see that the II 6 in the former creates a more active and 
directed melodic line, in which the motion from the second 
scale-degree to the leading-tone can be filled in by a passing 
tone, supported by the cadential six-four (ex. 2.6). When 
the IV chord is used instead (ex. 2.5b), the melody tends to 
be static, and adding a six-four embellishment would fur¬ 
ther emphasize the tonic scale-degree. 

2. Pre-dominant embellishments. The pre-dominant func¬ 
tion in an authentic cadential progression can take a variety 
of forms. In addition to the common use of II 6 and IV, the 
“Neapolitan” or “phrygian” sixth chord (HI 6 ) is occasion¬ 
ally found above the fourth scale-degree, usually in minor¬ 
mode contexts (ex. 2.ya-b). 

The most frequently employed embellishment of pre¬ 
dominant function appears over a chromatic passing tone 
lying between the fourth and fifth scale-degrees in the bass 
voice (ex. 2.7c~h). In some cases, two consecutive dimin¬ 
ished seventh chords prolong pre-dominant harmony (ex. 
2-7h): the first diminished seventh is built on the regular 
fourth scale-degree, and the second, on the raised fourth de¬ 
gree. Although the first chord is spelled like VII 7 , it does 
not have a dominant function but instead serves in this con¬ 
text as a replacement for the pre-dominant II ‘ (from the 
minor mode). 18 

Pre-dominants can also be built on the second and sixth 
degrees of the scale by changing the position of the har¬ 
monies (ex. 2-7i—k). 

3. Initial tonic embellishments. As already pointed out, the 
initial tonic occurs most frequently in first inversion, but 
the root-position form occasionally appears as well (ex. 
2.8a). The initial tonic can be embellished, especially in 
expanded cadential progressions, by a neighboring V! (ex. 
2.8b). Various chromatic alterations can convert the initial 
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tonic into a secondary dominant of IV or II, thus emphasiz¬ 
ing motion into the pre-dominant (ex. 2.8c-d). 

4. Deceptive cadential progressions. The deceptive caden- 
tial progression is created when the final tonic of the au¬ 
thentic cadential progression is replaced by a related har¬ 
mony. 19 The most common form of this progression sees 
the bass ascend stepwise from the fifth scale-degree to the 
sixth, which supports a submediant substituting for the im¬ 
plied final tonic (ex. 2.9a). This progression can be embell¬ 
ished by a passing secondary dominant of VI (ex. 2.9b). 
Further variants arise when different harmonies are built 
over the sixth degree in the bass voice (ex. 2.9c). 

In less frequently encountered instances of the deceptive 
cadential progression, the dominant leads to a first-inversion 
tonic rather than to the expected root-position form (ex. 
2.9d). In order to make the move to I 6 more compelling, a 
passing VI is frequently inserted following the root-position 
dominant, which itself often contains the six-four embel¬ 
lishment (ex. 2.9c). 20 A more dramatic deception can be 
achieved by converting the final tonic into a secondary 
dominant seventh of the subdominant (ex. 2-pf); the addi¬ 
tion of a chordal dissonance makes the tonic too unstable 
for cadential articulation. 21 

Half-cadential progressions. In the authentic cadential 
progression, the final tonic is the harmonic goal of the pro¬ 
gression. The dominant occupies the penultimate position 
and thus creates a powerful dynamic impulse into the final 
tonic. 

In the half-cadential progression, the dominant itself be¬ 
comes the goal harmony and so occupies the ultimate posi¬ 
tion. To be sure, this dominant usually resolves to tonic, 
one that normally initiates a new harmonic progression, but 
within the boundaries of the half-cadential progression it¬ 
self, the dominant possesses enough stability to represent a 
harmonic end. 

To acquire the requisite stability for an ending harmony, 
the dominant of the half-cadential progression must take 
the form of a root-position triad. Adding a dissonant sev¬ 
enth—appropriate to the penultimate position in an au¬ 
thentic cadential progression—would overly destabilize the 
ultimate dominant of a half-cadential progression. 

Except for omitting a final tonic and ensuring that the 
dominant is a consonant triad, half-cadential progressions 
can contain the same harmonies as authentic cadential ones 
do. Complete progressions include an initial tonic and a 
pre-dominant; incomplete versions omit one of these func¬ 
tions. All the authentic cadential paradigms (with the ad¬ 
justments just mentioned) thus apply to the half-cadential 
progression as well. Several other paradigms, in which the 
ultimate dominant is approached by descending motion 
from the sixth degree (usually lowered), are especially asso¬ 
ciated with that progression (ex. 2.10). 


Sequential Progressions 

Sequential progressions involve harmonies arranged ac¬ 
cording to a consistent intervallic pattern among the indi¬ 
vidual voices of the chords (e.g., a 5-6 soprano-bass pat¬ 
tern). 22 Although some sequential progressions exhibit a 
degree of harmonic functionality among their constituent 
chords, this aspect of the progression is secondary to the 
fundamental purpose they are meant to serve—to move the 
music away from, or return it to, a particular harmonic 
function or tonal center. Thus sequential progressions are 
especially suitable for destabilizing harmonic activity in a 
given key or for modulating from one key to another. 

A sequential progression normally begins with a chord 
that has a definite harmonic function within a key. The sub¬ 
sequent chords are linked together according to a particular 
melodic-contrapuntal pattern and consistent root motion, 
and the final chord restores a clear functional meaning in 
either the initial key or, in the case of modulating sequences, 
a new key. 23 

Sequential progressions can express a large number of 
melodic-contrapuntal patterns. Moreover, the same pro¬ 
gression of harmonies can yield different patterns depend¬ 
ing on how the individual notes of the chords are distrib¬ 
uted among the voices. As a result, sequential progressions 
are most easily classified on the basis of the interval gener¬ 
ated by the roots of the component chords. 

Sequential progressions can feature consistent root mo¬ 
tion by descending or ascending fifths, thirds, or seconds, 
thus yielding six categories of sequential progression. 24 The 
following discussion treats each category by focusing on the 
conventional contrapuntal patterns associated with the pro¬ 
gressions, as well as the degree of harmonic functionality 
that they express. 

Descending fifth. The most commonly used sequential 
progression features chords whose roots are organized into a 
series of descending fifths (or ascending fourths) (ex. 
2.na-b). This “circle-of-fifths” progression (as it is fre¬ 
quently called) can be varied in manifold ways through chord 
inversion, chromatic alteration, and added dissonances (ex. 

2.IIC-g). 

Compared to the other categories of sequential progres¬ 
sions, the descending fifth pattern features the strongest 
harmonic-functional expression. Since the root motion of 
a descending fifth lies at the basis of every dominant-to- 
tonic progression, this functional relation is implied, by 
analogy, at each link in the sequential chain (e.g., VI-II, or 
III-VI), even if the “dominant” does not actually contain 
the leading-tone of the “tonic.” 25 

Despite the prominent sense of harmonic functionality 
inherent in the descending fifth progression, its use never¬ 
theless promotes a weakening of the harmonic-tonal envi- 
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ronment. Whereas each link may be functionally related, 
the overall direction of the progression remains somewhat 
in doubt until it is completed. To be sure, many sequential 
progressions have conventional ending points (indeed, the 
descending fifths progression normally concludes with tonic 
harmony). But in relation to prolongational or cadential 
progressions, which strongly imply their final harmony, se¬ 
quential progressions are more open-ended and often con¬ 
clude with an unexpected harmony or in a different tonality. 

Ascending fifth. The strong functional drive exhibited by 
the descending fifth pattern is entirely absent in sequential 
progressions by ascending fifths. Most such sequences begin 
with tonic harmony and progress to the submediant (ex. 
2.12), at which point the sequential chain is broken and the 
music proceeds to pre-dominant harmony (usually IV). 

Descending third. The unembellished form of descending 
third progressions is illustrated in example 2.13a. More 
often, however, the leap in the bass voice is filled in by step¬ 
wise motion, which produces intervening passing chords in 
first inversion (ex. 2.i3b-c). 

The passing chords introduce a degree of harmonic 
functionality. Since each root-position harmony is followed 
by a passing chord whose fundamental is a fifth above (or a 
fourth below), the latter stands as a “dominant” in relation 
to the former. When the root-position harmony is a tonic, 
then the passing chord is its literal dominant, and when the 
root-position harmony is another scale-degree, then the 
passing chord is a dominant “by analogy.” These dominant¬ 
like passing chords then resolve deceptively to the next 
root-position chord, which can be understood as a tonic 
substitute. 26 This functional interpretation is made even 
more evident when the passing chords themselves are 
placed in root position (ex. 2.13d). 

Ascending third. The ascending third progression is the 
least frequently used sequential pattern in the classical 
repertory. Its unembellished form is rarely, if ever, found. A 
version employing passing chords is more viable (ex. 2.14). 
Each passing chord is the “dominant” of the following main 
harmony of the sequence, and thus a degree of functionality 
accrues to the progression. Yet even this pattern seldom ap¬ 
pears in the literature. 27 


Descending second. Sequential progressions by descend¬ 
ing seconds pose a potential problem of voice-leading: 28 if 
the chords appear in root position, then parallel fifths can 
easily arise. Therefore, the unembellished form of the de¬ 
scending stepwise progression finds all the chords in first 
inversion (ex. 2.15a), thereby eliminating any interval of a 
fifth against the bass. The progression is frequently embel¬ 
lished by a series of 7-6 suspensions (ex. 2.15b). Sequential 
progressions of this category express little, if any, sense of 
harmonic functionality, since there is no syntactical rela¬ 
tionship between harmonies whose roots move in a step¬ 
wise descent. 29 

Ascending second. The potential problem of faulty paral¬ 
lels encountered with the descending second progression 
applies to ascending ones as well. Using first-inversion triads 
can eliminate the difficulty (ex. 2.16a), although this version 
occurs infrequently in the literature. Instead, the stepwise 
ascent usually remains in root position while the parallel 
fifths are broken up by means of a 5 -6 pattern formed by 
one of the upper voices against the bass (ex. 2.16b). 

This contrapuntal procedure generates intervening first- 
inversion chords that stand, by analogy, in a dominant- 
tonic relationship to the succeeding root-position chords. 
This functional implication can be made even more explicit 
through chromatic alterations in the bass, so that each 
six-three chord becomes a genuine secondary dominant 
(ex. 2.16c). Finally, a more emphatic dominant-to-tonic ex¬ 
pression is produced when the intervening chords them¬ 
selves are placed in root position (ex. 2.i6d). 

Like descending second progressions, ascending second 
ones have little inherent functionality. Nevertheless, the 
passing chords that tonicize each member of the sequence 
(either literally or by analogy) and the ascending motion of 
every voice help propel the progression forward and create 
a powerful tension-building effect. 

One form of the ascending stepwise progression resem¬ 
bles an embellished version of the deceptive cadential pro¬ 
gression (ex. 2.i6e). 30 The potential ambiguity of this pro¬ 
gression can be effectively exploited by composers who 
wish to make obscure whether a particular formal unit has a 
continuation function (as supported by a sequential pro¬ 
gression) or a cadential function (as supported by a decep¬ 
tive cadential progression). 31 
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Sentence 


The sentence is an eight-measure theme built out of two 
four-measure phrases. 1 In this grouping structure, which 
Ratz indicates as (2x2) + 4, 2 the theme expresses three 
formal functions—presentation, continuation, and caden- 
tial. 3 The opening phrase contains the first of these func¬ 
tions and thus is termed a presentation phrase. The second 
phrase incorporates the remaining two functions. For the 
sake of simplicity (if not absolute theoretical consistency), 
this unit is normally termed a continuation phrase. 4 

Before proceeding further, it is necessary to clarify the 
meaning of “measure” in the definition and description of 
formal units. All musicians are taught early in their training 
that a measure is the unit of time defined by the “bar lines” 
placed throughout a composition. But what a listener per¬ 
ceives as “one full measure” of music does not necessarily 
correspond to the notated bar lines of the score. We thus 
need to distinguish between a real, experiential measure and 
a notated measure. The former, which may or may not cor¬ 
respond to the latter, is the only valid measure for an analy¬ 
sis of form based on our musical experience. 

The distinction between real and notated measures 
arises when the composer adds or deletes bar lines to facili¬ 
tate reading the score of movements whose tempo is very 
slow or very fast. In an adagio movement, for example, we 
may perceive that a single real measure actually occupies 
only one half of the notated measure. In such cases, we can 
use the formula R = VSN as a shortcut for indicating the re¬ 
lationship of real (R) to notated (N) measures. Triple-meter 
scherzo movements, conversely, typically feature real mea¬ 
sures that embrace two notated measures, thus R = 2N. A 
fast first or last movement may also be notated in this way. 5 

Unfortunately, it is impossible to specify just how much 
musical content makes up a real measure of music. But 
the following general guidelines may help us determine 
whether the notated measures of a given work correspond 
to our sense of the real measures. First, it helps us to recog¬ 
nize that the notational scheme does not change during the 
course of a given movement, unless the tempo changes at 
some point. 6 We must be careful not to make an initial hy¬ 
pothesis about the status of the notated measures based on 
the work’s opening ideas, only to discover that we must 


change our interpretation in light of new material later in 
the movement. Second, we can be guided by our knowledge 
of formal conventions in the classical style, as the following 
examples illustrate. 

example 3.1: In this Adagio movement, each notated measure 
seems to hold two real measures, and thus we can recognize the 
presence of an eight-measure sentence notated in four measures. 
We might question why this passage could not be analyzed as a 
simple four-measure antecedent phrase of an eight-measure pe¬ 
riod, so that R = N. Further examination of the movement reveals 
these opening measures to be the complete main theme, with the 
transition beginning immediately at measure 5. As a general rule, a 
main theme lasts at least eight real measures. Moreover, few main 
themes in the repertory are composed of a single antecedent 
phrase. Thus our original interpretation of an eight-measure sen¬ 
tence (R = l /N) is supported (though by no means fully validated) 
by the norms of classical form. 

example 3.2: This famous theme is an eight-measure sentence no¬ 
tated as sixteen measures (R = 2N). 7 If we believe that R = N, 
then we meet with a basic idea lasting four real measures, which 
runs counter to our knowledge that the basic idea of most main 
themes is two real measures in length. Our familiarity with classi¬ 
cal norms, combined with our intuitive sense that each notated 
measure does not contain sufficient material for a real measure of 
music, helps confirm our interpretation that R = 2N. 

The definitions of formal units presented in this book 
are given in terms of real measures. Thus the sentence form 
discussed in this chapter contains eight real measures, 
whether or not the theme is notated as four, eight, or six¬ 
teen measures. 8 

PRESENTATION PHRASE 

The eight-measure sentence begins with a four-measure 
presentation phrase, consisting of a repeated two-measure 
basic idea in the context of a tonic prolongational progres¬ 
sion. 9 The presentation functions to create a solid struc¬ 
tural beginning for the theme by establishing its melodic- 
motivic content in a stable harmonic-tonal environment. 
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The initial statement of the basic idea sets forth the funda¬ 
mental material of the theme, and the immediate repetition 
of the idea fully “presents” it as such to the listener. The 
tonic prolongational progression provides the requisite har¬ 
monic stability. 

Basic Idea 

Many books on musical form begin by discussing the very 
smallest units of formal organization, a collection of sev¬ 
eral notes usually termed a motive. 10 (The terms “cell” and 
“germ” are frequently encountered as well.) The textbooks 
then show how these motives group into larger units, which 
in turn combine to form even larger units, and so forth. 
The impression is that a composition is constructed out of 
tiny building blocks (often just a single interval formed by 
two notes), which represent the fundamental units of for¬ 
mal structure for the work. 

This view of form has some merits (particularly for late 
romantic compositions by Brahms, for example), but it 
does not apply well to classical compositions. Admittedly, a 
work in this style features the grouping of lower-level units 
into higher-level ones during the course of its unfolding. 
But the smallest motives should not be construed as the 
fundamental building blocks. Rather, the classical work ini¬ 
tially groups together several motives into a single gesture, 
a larger idea lasting two real measures. This basic idea is 
small enough to group with other ideas into phrases and 
themes but large enough to be broken down (fragmented) 
in order to develop its constituent motives. 11 Indeed, the 
opening material of a classical theme typically is inte¬ 
grated into larger formal units as well as disintegrated into 
smaller motivic elements. The two-measure basic idea is 
just the right size to act as the starting point for both these 
processes. 12 

As a general rule, the initial statement of a basic idea em¬ 
phasizes tonic harmony, usually in root position. In the vast 
majority of cases, the idea begins directly with the tonic, 
which often literally prevails throughout the entire idea, as 
in example 3.2. 13 Subsequent statements of the basic idea 
may be supported by different harmonies. 

The melodic content of a basic idea can often be de¬ 
scribed as characteristic, as opposed to conventional. A charac¬ 
teristic melody uniquely defines a theme as an individual, 
one different from other themes. A conventional melody, 
on the contrary, is interchangeable from piece to piece. 
Whereas a characteristic melody normally appears at the 
very beginning of a thematic unit, a conventional melody is 
typically used for interior passage-work and cadential clo¬ 
sure. 14 A basic idea acquires its characteristic quality by the 
nature of its constituent melodic and rhythmic motives. A 
diversity of intervallic content (combinations of leaps, steps, 
and directional changes) and a variety of durational pattern¬ 
ing help bestow individuality on the idea. Conversely, con¬ 


ventional ideas tend to feature consistent stepwise or arpeg- 
giated motion within a series of uniform durational values. 

Appropriate to its function as the initiator of a theme, a 
basic idea often projects the character of a melodic “open¬ 
ing up.” (By contrast, a cadential idea generally results in a 
melodic “closing down”) An opening-up quality is created 
most simply by a distincdy ascending gesture. A sense of me¬ 
lodic opening can also be achieved by immediately sound¬ 
ing (and subsequently embellishing) the third or fifth scale- 
degrees, thus motivating an eventual descent to the tonic at 
the cadence. In cases in which the initial basic idea ex¬ 
presses a weak degree of opening up, the immediate repeti¬ 
tion of the idea usually occurs at a higher pitch level, thus 
producing a rising contour at a deeper level of melodic 
structure. 

example 3.3: The two-measure basic idea initially elaborates the 
fifth scale-degree but then drops down to the tonic and leading- 
tone, thus creating a closing gesture. The subsequent repetition of 
the idea significantly expands the melodic space by leaping to the 
high A, opening up a melodic gap that is filled in stepwise by the 
continuation phrase. (Example 3.3b is discussed toward the end of 
the chapter.) 

The melodic end of a basic idea is often marked by si¬ 
lence, which sets off the idea from subsequent material (see 
ex. 3.1). A similar effect is created when the final note of the 
idea is relatively longer than those that precede and follow 
it (see ex. 3.2). Determining the exact boundaries of the 
basic idea can be difficult at times. Articulation signs, espe¬ 
cially slurs, sometimes help clarify its limits, but these signs 
can also be misleading and must be ignored in the face of 
the analyst’s intuitions about the grouping structure of the 
idea. 15 

A potentially confusing situation arises when the two- 
measure basic idea is itself built out of a repeated one- 
measure idea. Although it might be tempting in such cases 
to consider the one-measure unit as the real basic idea, such 
an interpretation usually results in a misleading analysis of 
the overall theme. 

example 3.4: The initial one-measure gesture (“a”) is repeated ex- 
acdy in the next bar, which might suggest the expression of presen¬ 
tation function. But then the entire two-measure unit is repeated 
sequentially to create the true four-measure presentation phrase 
for the complete eight-measure sentence. 16 

Repetition of the Basic Idea 

Most repetitions fall into one of three main categories— 
exact, statement-response, and sequential. These cate¬ 
gories are based on the harmonic context in which the rep¬ 
etition occurs, not on any melodic considerations. An exact 
repetition of an idea retains the same basic harmony of the 
original version. Statement-response repetition brings an ini- 
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tial tonic version of the idea followed by a dominant version. 
Sequential repetition involves transposing a complete idea 
(both melody and harmony) to a different scale-degree. 
Since a presentation phrase is supported in principle by a 
tonic prolongational progression, not a sequential one, the 
category of sequential repetition receives only minimal 
treatment at this time. 17 

Exact repetition. A basic idea is repeated exactly when it is 
harmonized like its original statement. Although the notion 
of “exact” applies essentially to the harmonic component, 
the repetition usually retains the idea’s fundamental melodic 
shape, although it may become ornamented in some way or 
another. 

example 3.5: The opening two-measure basic idea, firmly set in 
tonic harmony, is repeated in measures 3-4 with the same har¬ 
monic support. The melodic content of this exact repetition is 
identical except for the slight rhythmic ornamentation at its 
beginning. 

At times, the melody is transposed to a different scale- 
degree while the harmony remains the same. Such cases are 
classified as exact repetitions, despite the obvious change to 
the melodic component. 

example 3.6: The basic idea and its repetition are supported en¬ 
tirely by tonic harmony (with neighboring dominants). Because 
the harmonic context remains the same, we can identify an exact 
repetition here even though the melody of the repeated version 
lies a third higher than the original version. Taken together, the 
two forms of the basic idea create an ascending stepwise melodic 
progression, a Schenkerian Anstieg (see circled notes), that is 
complemented by a descending progression in the continuation 
phrase. 18 

Statement-response repetition. The statement of a basic 
idea receives a response when an original version supported 
primarily by tonic harmony is answered by a repeated ver¬ 
sion supported by dominant harmony. A variety of har¬ 
monic patterns can create tonic and dominant versions of 
an idea. The simplest case arises when the statement is built 
entirely out of tonic and the response is built out of domi¬ 
nant (see ex. 3.2). 19 A richer harmonization results if each of 
these fundamental harmonies is prolonged by neighboring 
or passing chords. 

example 3.7: The basic idea is initially supported by tonic har¬ 
mony with a neighboring dominant. The repetition takes the form 
of a response, whose basic dominant support is slightly embel¬ 
lished by a neighboring VI 6 chord on the third beat of measure 3. 

One important type of statement-response repetition 
involves the motion away from tonic to dominant (I-V) in 
the statement and a return from the dominant to the tonic 


(V-I) in the response (see ex. 3.3a, mm. 1-4). 20 In such 
cases, the initial harmony of the idea is responsible for ex¬ 
pressing the sense of the tonic and dominant versions. In a 
variation on this pattern, a pre-dominant harmony of some 
kind (II 6 , IV, V/V) precedes the dominant that appears at 
the beginning of the response. 

example 3.8: The presentation phrase features a statement- 
response repetition of the basic idea. But rather than having the 
tonic move directly to the dominant to signal the response, Mozart 
inserts an embellishing pre-dominant (IVf) in the second half of 
the statement (m. 2). 21 

A statement-response repetition also is created when 
the repeated idea is supported exclusively by subdominant 
harmony. 22 A more complicated version of a subdominant 
response appears in example 3.1. The initial chords of each 
idea are tonic and subdominant, respectively, and these har¬ 
monies are further embellished by their own dominants in 
first inversion (the I 6 on the second half of m. 2 being a 
“dominant” of IV). The overall progression, however, re¬ 
mains tonic prolongational (I-I 6 ). 

Most statement-response repetitions involve transpos¬ 
ing the melody to a different scale-degree in order to ac¬ 
commodate the change in harmonization. As seen in the ex¬ 
amples just discussed, the transposition is usually stepwise, 23 
except when the melody in both versions circles about the 
fifth scale-degree, a tone common to I and V (as in ex. 3.7) 

Sequential repetition. A basic idea is repeated sequen¬ 
tially if its entire melodic-harmonic content is transposed 
to a different scale-degree. In sequential repetition, both 
the melody and its harmonic support are transposed by the 
same interval, such as in example 3.4 in which the idea as¬ 
cends by a step. 24 A single sequential repetition, as in a pre¬ 
sentation phrase, does not necessarily produce a sequential 
harmonic progression. For instance, the move from I to II2 
in example 3.4 takes place in a broader tonic prolongation, 
as will be discussed shortly. 

Sequential repetition and statement-response repetition 
can easily be mistaken for each other if only the melodic 
line is considered. As we have already seen, the melody of a 
response is usually transposed stepwise, thus superficially 
resembling a sequential repetition of the kind found in ex¬ 
ample 3.4. But the harmony of the response is transposed 
up a fifth. A genuine sequential repetition transposes both 
harmony and melody by the same interval. The concept of 
“melodic sequence,” frequently cited in elementary texts, 
has no form-functional import. 

Tonic Prolongation 

According to my definition, a presentation phrase prolongs 
tonic harmony. The prolongation is often contained in the 
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boundaries of the phrase (see exs. 3.1 and 3.5). Frequently, 
though, a response version of the basic idea ends with dom¬ 
inant harmony, and thus the progression is not actually 
completed until the arrival of the tonic at the beginning of 
the continuation phrase (as in exs. 3.2 and 3.7). In excep¬ 
tional cases, the tonic prolongation concludes after the con¬ 
tinuation phrase has already begun. In example 3.4, the 
prolongation ends on the downbeat of measure 6. 

Deviations from the Norm 

Presentation phrases in a tight-knit sentence rarely depart 
from the norms just described. 25 The few deviations that do 
occur usually result from expanding the component basic 
ideas beyond their normative two-measure size. 26 

example 3.9: The basic idea is internally enlarged to three mea¬ 
sures by augmenting the durational values of the second and third 
notes of the melody. The repetition of the basic idea thus results in 
a six-measure presentation. 27 Example 3.9b reconstructs a norma¬ 
tive version of the basic idea showing how its essential motivic 


content could have been easily accommodated to the normal two- 
measure length. 28 

CONTINUATION PHRASE 

T he second phrase of the sentence combines the formal 
functions of continuation and cadential. Continuation func¬ 
tion destabilizes the prevailing phrase-structural, rhythmic, 
and harmonic context (as defined by the presentation) and 
features a breaking down of the structural units (fragmenta¬ 
tion), an increase in rhythmic activity (acceleration of har¬ 
monic change and shorter surface durations), and a weaken¬ 
ing of harmonic functionality (sequential progression). 
Cadential function brings closure to the theme and is char¬ 
acterized by tonal confirmation (cadential progression) and 
the conversion of characteristic motives into conventional 
ones (liquidation). 

Following the lead of Schoenberg, the second four- 
measure unit of the sentence form is termed a continuation 
phrase . 29 Needless to say, this choice of terminology is prob- 
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lematical because it fails to specify any cadential function in 
the phrase. But for the sake of simplicity, a single-word ex¬ 
pression (analogous to presentation, antecedent, and conse¬ 
quent) seems preferable. Labeling the phrase according to 
only one of its constituent functions is motivated by the fact 
that the continuation function is usually more salient 
throughout the entire phrase than is the cadential function, 
which does not normally appear until later in the phrase. 30 

Continuation Function 

The presentation of a sentence establishes the fundamental 
content of the theme in a relatively stable phrase-structural 
and harmonic context: the units of structure are clearly de¬ 
fined as two measures in length, and the tonic prolonga- 
tional progression creates harmonic solidity. In the presen¬ 
tation, moreover, the effect of repetition combined with the 
absence of any cadential closure sets up strong expectations 
for ensuing material that will bring something new, some¬ 
thing that will permit the theme to acquire momentum and 
drive. It is precisely the function of the continuation to 
destabilize the formal context established by the presenta¬ 
tion and to give the theme greater mobility. 

Continuation function is characterized by the following 
four compositional devices: (1) phrase-structural fragmen¬ 
tation, (2) acceleration in the rate of harmonic change, (3) 
increase in surface rhythmic activity, and (4) sequential har¬ 
monies. Although often closely related to one another in a 
given continuation, these are distinct and independent 
processes. Moreover, none of them is a necessary condition 
of the function. 

Fragmentation. The most common characteristic of con¬ 
tinuation function is the immediate breaking down of the 
two-measure unit size (established in the presentation) into 
smaller segments. This process of shortening the units is 
termed fragmentation . 31 The smaller segments are frag¬ 
mented units or, more simply, fragments. 

Just as the presentation uses repetition to define un¬ 
equivocally the size of the constituent units, so, too, is the 
shortening of the units usually confirmed by a repetition of 
the fragments. Consequently, a continuation phrase most 
often begins with a one-measure idea, which is immediately 
repeated in the following measure (as in ex. 3.5; see also exs. 
3.1, 3.2, and 3.7). 

Sometimes fragmentation does not occur until after the 
continuation phrase has already begun (see ex. 3.4). Often 
in such cases, the continuation starts as though it were 
going to restate the entire basic idea for a third time, but 
before reaching its conclusion, the idea leads into new ma¬ 
terial that effects the fragmentation (see ex. 3.8). 

The process of fragmentation exclusively concerns the 
length of the musical units, regardless of how the melodic 
content of the fragments relates to the preceding mater¬ 


ial. To be sure, there are many cases in which the frag¬ 
mented units contain motives derived from the basic idea 
(see ex. 3.8; see also exs. 3.2, 3.7, and 3.9), but it is just as 
possible for the melodic material to change significantly 
at the beginning of the continuation phrase (see ex. 3.1; 
see also ex. 3.5). 

Structural fragmentation has significant consequences 
for the higher-level rhythm of a theme. The systematic 
shortening of the constituent units results in a marked 
rhythmic acceleration. The greater activity thus achieved is 
important for creating the impression of mobility essential 
to continuation function. 

Acceleration of harmonic rhythm. Another important 
component of a theme’s large-scale rhythm is the rate of 
change of its supporting harmonies. The continuation 
function typically features harmonic acceleration in relation to 
the presentation. 

An analysis of harmonic rhythm can sometimes prove 
difficult, owing to the hierarchical nature of harmony. Since 
each level of harmonic succession in a theme has its own 
durational patterning, there can often be more than one de¬ 
scription of the theme’s harmonic rhythm. The problem, is 
one of determining exactly which chords belong to a given 
level, but once they are identified, it is simple to describe 
the harmonic rhythm. 

As a general rule, the level of harmonic activity most im¬ 
portant to projecting the continuation function is the level 
most directly associated with the basic idea, its repetition, 
and its fragmented units. We can refer to this as the “level 
of the idea unit? In the simplest cases, such as example 1.1 
(shown on p. 10), a single harmony supports each idea unit 
(i.e., one chord per basic idea and fragment), and thus it is 
easy to demonstrate harmonic acceleration on this level of 
formal organization. 

When an idea unit is harmonized by several chords, it is 
more difficult to decide whether every one of these chords 
belongs to the level of the idea unit—that is, whether they 
all participate in the primary harmonic rhythm of the 
theme. Sometimes, individual chords are merely ornamen¬ 
tal and thus play no role in creating a sense of harmonic 
change. At other times, the subordinate chords in an idea 
unit have sufficient importance to be included in the analy¬ 
sis of the harmonic rhythm. 

example 3.10: The new melodic-motivic material at the begin¬ 
ning of the continuation phrase is organized into a two-measure 
unit (mm. 5-6), thus maintaining the unit size already given by the 
presentation. To compensate for the absence of fragmentation, 
Mozart accelerates the harmonic rhythm in these measures. To be 
sure, the IV chord introduced on the third beat of measure 5 (and 
preceded by its own dominant) is a neighboring chord in a root- 
position tonic prolongation. Nevertheless, compared with the lack 
of any ornamental chords at the level of the idea unit in the presen¬ 
tation, this embellishing of the tonic in the continuation creates a 
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example 3.ii Mozart, Piano Sonata in D, K. 311/284C, iii, 1-8 
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sense of greater harmonic activity. Simply to ignore the subdomi¬ 
nant harmony of measures 5-6 in an analysis of the harmonic 
rhythm is to miss an important way in which the composer ex¬ 
presses the continuation function despite the lack of fragmentation. 

Increase in surface rhythmic activity. The two principal 
characteristics (fragmentation and harmonic acceleration) 
of continuation function involve rhythmic activity at a rela¬ 
tively high structural level in a theme. But rhythmic accel¬ 
eration can also be projected by events lying at the very sur¬ 
face of the musical texture. The durational patterns formed 
by the attack points of every note in a passage create vary¬ 
ing rates of activity. In comparison to the presentation, the 
continuation function frequently features shorter note val¬ 
ues, hence an increased animation in the surface rhythm. 
Increasing surface rhythmic activity is particularly effective 
in the absence of harmonic acceleration. 

example 3.11: The root-position tonic from the end of die presen¬ 
tation (m. 4) is maintained throughout the first two measures of die 
continuation, thus slowing down the harmonic rhythm. To coun¬ 
terbalance this deceleration, Mozart introduces a flurry of sixteenth 
notes, which increases toward the approach to the half cadence. 32 

Harmonic sequence. In most of the preceding examples, 
the continuation function is initially supported by a tonic 
prolongational progression. If the tonic remains in root po¬ 
sition throughout the prolongation, then the harmonic sta¬ 
bility established in the presentation is maintained in the 
continuation, as in example 3.10 (see also exs. 3.2, 3.5, and 
3.7). But if the tonic is allowed to change from root position 
to first inversion, then the harmonic texture of the continu¬ 
ation is made less weighty and more mobile (see ex. 1.1). 

Sequential progressions create even greater harmonic 
mobility within a continuation. Their inherent instability 
make them especially suited for continuation function, one 
of whose primary goals is to destabilize the harmonic con¬ 
text established by the presentation. 

example 3.6: The presentation features a standard tonic prolonga¬ 
tion created by neighboring dominant chords. On the downbeat of 
measure 5, the two notes in the upper voices (D and F) represent 
the expected tonic, which would complete the prolongation. The 


missing root of the tonic harmony (Bl) does not actually sound in 
the bass part, as it did analogously after the downbeats in measures 
t and 3. Instead, the lower line of measure 5 expresses a Vf/II, 
which initiates a short descending fifth sequential progression, one 
that continues in the following measure. The subsequent half- 
cadential progression in measures 7-8 brings the theme to a close. 33 

To be sure, the sequential progression of the preceding 
example hardly represents a radical overthrow of the pre¬ 
vailing tonic. Indeed, the descending fifth pattern is the 
most harmonically functional of all the sequential progres¬ 
sions, and here it leads quickly back to the tonic. It is en¬ 
tirely appropriate in this case that the use of sequential har¬ 
monies does not overly threaten the tonic’s stability. After 
all, this sentence serves as a sonata-form main theme, 
which, in principle, should retain a strong, tight-knit orga¬ 
nization. For this reason, main themes do not normally ex¬ 
hibit significant sequential activity. 

In fact, the use of sequence is rare in sentences that con¬ 
form to the eight-measure model, no matter where they 
may occur within a movement. Because of the restricted 
time span between the end of the presentation’s tonic pro¬ 
longation and the beginning of the requisite cadential pro¬ 
gression at the close of the theme, there is little room for 
including enough harmonies to make palpable the sense of 
sequence. For this reason, sequential progressions occur 
most often in a continuation when that function is extended 
beyond its conventional four-measure limits, as in example 
3.9, which is discussed later in this chapter in connection 
with deviations from the norm. 

Cadential Function 

Music in the classical style is often characterized as highly 
goal directed, and many of the principal goals in a composi¬ 
tion are the cadences marking the ends of themes and theme¬ 
like units. Identifying the cadences is thus a critical objec¬ 
tive of any formal analysis. Unfortunately, traditional ideas 
of cadence are riddled with misconceptions that stand in 
the way of a truer understanding of this important compo¬ 
sitional phenomenon. 34 The following discussion attempts 
to clear the air of some erroneous notions and to begin lay¬ 
ing die foundations for a more complete and accurate con- 
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cept of cadence than that found in most theories of musical 
form. Additional issues of cadence will be raised in later 
chapters as they pertain to formal situations other than the 
sentence. 

Fundamental concepts of cadence. To begin, let us differ¬ 
entiate three usages of the term cadence (and its adjectival 
form, cadential). The first refers to the cadential arrival, the 
specific moment in time that marks the structural end of a 
thematic region. More simply, this is “the cadence,” the 
point at which a symbol such as PAC (perfect authentic ca¬ 
dence) would be placed in the analysis. 

The second usage refers to the time span leading up to 
this point of arrival, that is, the idea or phrase in the theme 
that communicates to the listener that “the cadence” is 
forthcoming. This passage of music can be said to have a ca¬ 
dential fimction because it creates the requisite conditions for 
thematic closure by means of specific harmonic, melodic, 
and phrase-structural devices. 

The third sense of cadence refers to the particular type 
of harmonic progression used to confirm a tonality. This ca¬ 
dential progression (which was extensively treated in the pre¬ 
vious chapter) is most often associated with cadential func¬ 
tion. But it can also provide harmonic support for other 
formal functions, especially codettas. 

With these distinctions in mind, we can now define the 
concept of cadential function in greater detail. As a general 
rule, the boundaries of the function are limited by its un¬ 
derlying cadential progression. Thus, the initial harmony of 
the progression marks the beginning of cadential material 
(be it a short idea or a full phrase), and the onset of the final 
harmony articulates the point of cadential arrival. 

Whereas the presence of a cadential progression is a 
necessary condition for cadential function, it is not a suffi¬ 
cient one. The general formal context in which the passage 
is located plays a significant role as well. A cadence essen¬ 
tially represents the structural end of broader harmonic, 
melodic, and phrase-structural processes. Thus cadential 
function implies the presence of prior material—for exam¬ 
ple, presentational or continuadonal—on which the caden¬ 
tial function follows in order to effect thematic closure. We 
must be careful not to identify a passage as cadential unless 
we can demonstrate that it logically ensues from previous 
initiating or medial functions. 35 

In addition to its requisite harmonic component, a ca¬ 
dential function often contains a distinctive melodic profile, 
a highly conventionalized formula that occurs frequently in 
works in the classical style. This cadential melody normally 
has a falling contour, which conveys the sense of “closing 
down” a melodic process. The cadential idea thus contrasts 
with the basic idea at the beginning of the theme, which, as 
pointed out, features a characteristic melody, one that 
“opens up” the melodic line. 36 

Put somewhat differently, cadential material often arises 


when the composer systematically eliminates characteristic 
melodic and rhythmic motives introduced in the basic idea, 
a technique termed motivic liquidation. Strictly speaking, 
any elimination of a characteristic motive represents liqui¬ 
dation, and thus in cases in which the continuation phrase 
begins with material that contrasts with the presentation, 
complete liquidation takes place immediately. But liquida¬ 
tion is more palpable as a process when the elimination is 
gradual, reaching its completion in the cadential function. 37 

Classification of cadences. Cadences are classified into 
two main types based on the final harmony of the underly¬ 
ing cadential progression. If the goal of the progression is 
tonic, an authentic cadence is created; if the harmonic goal is 
dominant, a half cadence (HC) is created. 

Authentic cadences are further subdivided according to 
the extent of melodic closure achieved at the cadential ar¬ 
rival. 38 In a perfect authentic cadence (PAC), the melody 
reaches the tonic scale-degree in conjunction with the onset 
of the final tonic harmony. In an imperfect authentic cadence 
(LAC), the melody is left open on the third scale-degree (or, 
very rarely, the fifth degree). The half cadence is not subject 
to further subdivision based on any such melodic criterion. 

These three cadences—perfect authentic, imperfect au¬ 
thentic, and half—are the only genuine cadences in music 
in the classical style. I must offer additional cadential labels, 
however, to cover situations in which an expected authentic 
cadence fails to materialize. For example, if the final tonic 
of the cadential progression is replaced by a different har¬ 
mony (or occasionally by a tonic in first inversion), we rec¬ 
ognize that a deceptive cadence has appeared in lieu of the au¬ 
thentic cadence. 39 Following the deceptive cadence, the 
composer normally repeats the material leading up to the 
unrealized cadence and closes it with the authentic cadence 
originally promised. 

example 3.12: The dieme heads toward closure with an authentic 
cadence at the downbeat of measure 8, but, instead, the dominant 
scale-degree in the bass is chromatically raised, and the subsequent 
resolution to VI in the second half of the measure creates a decep¬ 
tive cadence. Haydn then repeats the entire continuation phrase, 
finally allowing it to reach a true authentic-cadential closure in 
measure 12. 40 

So far, I have not mentioned any cadence featuring the 
progression from subdominant to tonic, the “plagal ca¬ 
dence” described by virtually every theory text. An exami¬ 
nation of the classical repertory reveals that such a cadence 
rarely exists—if it indeed can be said to exist at all. 41 Inas¬ 
much as the progression IV -1 cannot confirm a tonality (it 
lacks any leading-tone resolution), it cannot articulate for¬ 
mal closure in the sense developed in this book. Rather, this 
progression is normally part of a tonic prolongation serving 
a variety of formal functions—not, however, a cadential 
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one. Most examples of plagal cadences given in textbooks 
actually represent a postcadential codetta function: that is, 
the IV -1 progression follows an authentic cadence but does 
not in itself create genuine cadential closure. 42 

Cadence in the sentence form. As defined here, cadential 
function begins with the onset of the cadential progression, 
which, in the case of the sentence form, usually occurs 
around the middle of the continuation phrase, either at the 
downbeat of measure 7 or at the preceding upbeat. If the 
ultimate dominant of a half-cadential progression is pre¬ 
ceded by a single chord (thus resulting in an incomplete 
progression), the cadential function may begin as late as the 
upbeat to measure 8 (see ex. 3.1, m. 4, beats 2 and 3, where 
R = AN; see also ahead ex. 5.9, mm. 7-8). 

Sometimes the cadential progression supports a dis¬ 
tinctly new melodic idea of marked cadential character, a 
melody that is clearly different from the preceding mater¬ 
ial associated with an exclusive continuation function, as 
in examples 3.6 and 3.12 (see also exs. 3.5 and 3.7, in which 
the cadential idea derives from the basic idea). Frequently, 
though, the cadential idea grows direcdy out of the melodic - 
motivic content of the continuation, as in examples 3.2 and 
3.11. 

Any one of the three main cadence types may be used to 
close a sentence. The form frequently ends with a half ca¬ 
dence, even though that cadence does not create full clo¬ 
sure of the melodic-harmonic processes that arise in the 
theme. 43 If a sentence ends with an imperfect authentic ca¬ 
dence, the continuation phrase, or a portion thereof, is 
often repeated in order to provide greater melodic closure 
by means of a perfect authentic cadence. 

example 3.13: The initial sentence closes with an imperfect au¬ 
thentic cadence at measure 8. The weaker cadence motivates a 
repetition of the continuation phrase, which, after a degree of ca¬ 
dential expansion, closes with a perfect authentic cadence on the 
downbeat of measure 13. Rhythmic continuity between the two 
continuation phrases is achieved by means of the triplet lead-in at 
measure 8. 44 

Now that the concept of cadence has been somewhat 
clarified, it is possible to confront an issue pertaining to the 
presentation phrase of a sentence that could not be ade¬ 
quately raised in the earlier discussion of that function. 
Since many traditional theories teach that every “phrase” 
must end with a cadence, we may be tempted to identify ca¬ 
dential closure at the end of some presentation phrases. 
This analytical mistake can be circumvented when we un¬ 
derstand more clearly why a presentation, in principle, 
never closes with a cadence. 

The absence of a supporting cadential progression in 
most presentation phrases automatically prohibits us from 
identifying cadential closure in those cases. Occasionally, 


however, a presentation contains a prolongation that ends 
with a root-position dominant resolving to a root-position 
tonic, as in example 3.13, measures 3-4. Here, the possi¬ 
bility of a cadence is at least suggested. But Beethoven 
leaves the melodic line open at the end of the phrase, thus 
helping to counteract the cadential implications given by 
the harmony. 

But there is no cadence at the end of this phrase, or any 
other presentation, for a more fundamental reason. Inas¬ 
much as the basic idea itself functions to begin a theme, a 
repetition of that idea must also express a similar function 
of beginning. Indeed, repeating an opening idea actually re¬ 
inforces the sense of formal initiation. Conversely, to effect 
thematic closure, a basic idea must be followed by different 
material, a “contrasting idea,” that has the appropriate har¬ 
monic content to express cadential function. 

An analogy to natural language may help clarify the dif¬ 
ference between a basic idea and a cadence in music. A 
grammatically complete sentence (in language) must nor¬ 
mally contain a subject followed by a predicate. Similarly, a 
basic idea is a kind of “subject” for a musical sentence; 
hence, a presentation phrase is analogous to a compound 
subject. For example, the subject phrase “the man and his 
dog” does not form a complete sentence but, rather, sets up 
expectations for an ensuing predicate, such as “ran together 
across the street.” Similarly, a presentation phrase by itself 
does not bring about thematic closure but, instead, sets up 
strong expectations for further material that will ultimately 
close the theme. Thus, to continue the analogy, the “predi¬ 
cate” of a musical sentence is fulfilled by the continuation 
and cadential functions that follow the presentation. 

Additional Features 

Continuations cadential. As defined at the opening of 
this chapter, the second half of the eight-measure sentence 
combines continuation and cadential functions into one 
four-measure phrase. The presence of two different func¬ 
tions in a single group can more technically be termed 
fo rm - fun cti on a 1 fusion . Fusion poses a problem of terminol¬ 
ogy because formal units are preferably labeled according 
to their primary functional expression. The decision to call 
the second half of a sentence a continuation phrase reflects 
the fact that in the majority of cases, continuation function 
is more prominently displayed than cadential function is. 
Not only does the phrase begin with continuation function, 
but also the processes of fragmentation, harmonic accelera¬ 
tion, and increased surface rhythm often carry on into the 
cadential material. 

In some cases, however, the cadential component vies 
for equal expression with the continuation function, or even 
surpasses it. Cadential function acquires this greater status 
when the phrase begins directly with the cadential progres¬ 
sion, which is then expanded to support the entire phrase. 



example 3.14 Haydn, String Quartet in D Minor, Op. 42, i, 1-8 
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example 3.16 (a) Beethoven, Piano Trio in G, Op. 1/2, ii, 1-9; (b) rewritten version of mm. 7-9 
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In more loosely organized phrase-structural contexts (such 
as a subordinate theme), a phrase built on such an expanded 
cadentialprogression (E.C.P.) usually has an exclusive caden- 
tial function. This cadential phrase would normally follow a 
continuation phrase devoted entirely to that function. The 
two functions would thus receive individual phrases of their 
own. 45 

In an eight-measure sentence, a phrase supported by an 
expanded cadential progression normally features both con¬ 
tinuation and cadential functions, just like a standard con¬ 
tinuation phrase. Once again, though, the form-functional 
fusion in the phrase poses a problem of terminology. To call 
the unit a continuation phrase fails to give sufficient weight to 
its underlying cadential progression. But to call it a cadential 
phrase slights the obvious continuational features so charac¬ 
teristic of the sentence form. 

Thus for this particular case, it seems reasonable (albeit 
somewhat cumbersome) to indicate both functions by label¬ 
ing the phrase in the following way: continuations cadential. 
The symbol => stands for “becomes” and denotes a retro¬ 
spective reinterpretation of formal function. 46 In other 
words, what we expect to be a continuation phrase (follow¬ 
ing, as it does, a presentation) is understood retrospectively 
to be a cadential phrase based on an expanded cadential 
progression, a phrase that nevertheless contains continua¬ 
tional characteristics. 

example 3.14: The theme begins with a regular four-measure 
presentation featuring a statement-response repetition of the 
basic idea. We now expect a continuation phrase that will likely 
fragment the unit size and increase the rate of harmonic change. 
These continuational traits are clearly manifest in measures 5 and 
6 of the theme. Indeed, fragmentation carries on into measure 7 as 
well. The motion from I 6 to II 6 in measures 5 and 6 suggests the 
presence of a cadential progression. But since this interpretation is 
not fully confirmed until the arrival of the root-position dominant 
in measure 7, it is only then that we can understand retrospectively 
that the cadential function was actually initiated at the very start of 
the phrase. 47 

example 3.15: The continuation function is not nearly so well ex¬ 
pressed in this continuation =>cadential phrase, owing to the lack 
of fragmentation. Instead of reducing the size of the units, mea¬ 
sures 5-6 bring a new two-measure idea, which is repeated in 
measures 7-8. A sense of continuation function is nonetheless 
projected by the slight increase in harmonic and surface-rhythm 
activity. 48 

Modulating sentence. All the themes referred to thus far 
(with the exception of ex. 3.9) close in the key in which they 
begin. Occasionally, though, the continuation phrase mod¬ 
ulates to a new, closely related key. Most often the new key 
is the dominant region of the opening key, although the 
mediant (“relative major”) is frequently used if the opening 
key is minor. In all modulating sentences, the final cadence 


is authentic, for a half cadence is too weak to confirm a new 
tonality, especially one that lacks its own tonic prolongation 
associated with the presentation function. 

A modulating sentence rarely stands alone as an inde¬ 
pendent formal unit. Rather, it tends to link up with other 
units to form a larger-scale theme, one that ultimately re¬ 
turns to the original key and closes there with a perfect au¬ 
thentic cadence. Modulating sentences thus are found most: 
often in the first part of small ternary or small binary forms 
(see ahead ex. 7-3). 49 

Deviations from the Norm 

The continuation phrase of the sentence frequently deviates 
from its four-measure norm, and almost always so if the 
presentation deviates as well. Indeed, the continuation is 
likely to be altered more often than the presentation is, 
whose four-measure length sets the standard against which 
subsequent phrase irregularities can make their effect. 50 
The following examples are typical of the ways in which a 
continuation phrase departs from the norm. 

Extension of continuation function. Additional units of 
fragmentation and a thorough sequential progression are 
typical means of extending continuation function. 51 

example 3.9: The expanded presentation (discussed earlier) moti¬ 
vates an even more extended continuation. Mozart first states the 
basic idea a third time (mm. 7-9). Ordinarily, such an additional 
repetition would be a part of an extended presentation, but since 
the supporting harmony no longer prolongs the initial tonic (in¬ 
troducing instead a modulation to the dominant region), the re¬ 
peated idea is better seen as belonging to the continuation. The 
upbeat to measure 10 brings fragmentation of the second motive of 
the basic idea in a descending third sequence, which further ex¬ 
tends the function. The theme closes with a conventional perfect 
authentic cadence to confirm the new key. 32 

Expansion of cadential function. 

example 3.16: The extra measure of this nine-measure theme is 
created by a small expansion of the cadential progression. (Schoen¬ 
berg speaks of similar situations as a “written-out ritardando.”) 53 A 
reconstructed normative ending to this theme is shown in example 
3.16b, in which the cadential progression represents the final stage 
in the harmonic acceleration. (See also ex. 3.13, mm. 11-13.) 54 

example 3.3: The second phrase of the theme stretches to six 
measures, and the two “extra” measures are created by an exten¬ 
sion of the continuation (m. 7) and an expansion of the cadence 
(mm. 8-9, representing a single measure). Measures 5 and 6 of the 
continuation, featuring fragmentation into one-measure units, are 
regular enough. According to the model form, measure 7 would 
then bring a cadential progression ending on the downbeat of 
measure 8; indeed, Mozart could easily have written a “galant” ca¬ 
dence formula, as shown in example 3.3b. Instead, the composer 
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example 3.17 Haydn, String Quartet in B-flat, Op. 50/1, ii, 1-6 

presentation continuation 


b.i. frag. cad. 



allows the melody to hold itself insistently on the fifth scale-degree 
(ex. 3.3a, m. 7), giving the impression of even more fragmentation 
(into one-beat units). At the same time, the cadential function is 
delayed by means of further tonic prolongation (m. 7 to the down- 
beat of m. 8). The pent-up energy created by frustrating expecta¬ 
tions of melodic and harmonic closure is finally released in a flurry 
of sixteenth notes (mm. 8-10). This three-measure cadential unit 
brings a melodic descent (somewhat disguised by register transfer 
and passing notes; see circled notes) over a cadential progression 
expanded by means of rhythmic augmentation. 


Compression of the continuation phrase. 

example 3.17: The continuation phrase is reduced in scope to just 
two measures. Yet we can still recognize the basic functional com¬ 
ponents of the phrase: measure 5 brings both the fragmentation 
(into half-measure units) and the harmonic acceleration typical of 
continuation function, and measure 6 contains the half-cadence 
formula to close the theme. 55 





Period 


The most common tight-knit theme-type in instrumental 
music of the classical style is the eight-measure period. The 
period is divided into two, four-measure phrases fulfilling 
antecedent and consequent functions , respectively. The an¬ 
tecedent phrase begins with a two-measure basic idea, which 
is followed by a two-measure contrasting idea leading to a 
weak cadence. The consequent phrase repeats the antecedent 
but alters the contrasting idea in order to create a stronger 
cadence to close the theme. 1 

Essential to the concept of the period is the idea that a 
musical unit of partial cadential closure is repeated so as to 
produce a stronger cadential closure. As a result, the two 
units group tightly together to form a higher-level whole, a 
relatively complete structure in itself. The formal and aes¬ 
thetic effect of antecedent-consequent repetition thus dif¬ 
fers significantly from the repetition found within the 
presentation phrase of a sentence. There, a repeated open- 
ended unit (a basic idea) yields an unclosed structure that 
generates powerful tendencies for continuation. 

The general principle of periodic formation just de¬ 
scribed can operate at a variety of levels within a musical 
work. For example, the two parts of the small binary form 
can sometimes result in a kind of antecedent-consequent 
relationship. A similar situation can obtain between the two 
parts of the full-movement sonata without development 
form. In this book, however, I limit the concept of period to 
two tight-knit theme-types—the eight-measure period 
(treated here) and the sixteen-measure period (treated in 
chap. 5). 

ANTECEDENT PHRASE 

The antecedent phrase of an eight-measure period begins 
with a two-measure basic idea. All the characteristics of a 
basic idea discussed in connection with the presentation of a 
sentence also apply to the antecedent of a period. By itself, 
a given basic idea does not indicate whether it will open a 
sentence or a period. 2 Which form results from a given 
basic idea depends largely on the following two bars of 
music. In a sentence, the basic idea is immediately repeated, 


but in a period, the basic idea is juxtaposed with a contrast¬ 
ing idea, one that brings a weak cadence. 

Contrasting idea. The contrasting idea of an antecedent 
achieves its “contrast” with the basic idea most obviously by 
means of melodic-motivic content. In the clearest cases, 
the contrasting idea introduces motives distinctly different 
from those of the basic idea. 

A contrast between the two ideas of an antecedent 
phrase may also be achieved, or at least supported, by sec¬ 
ondary features such as texture, dynamics, and articulation. 

example 4.1: The arpeggiated ascent projected by the basic idea is 
complemented by the scalar descent of the contrasting idea. (The 
final upward leap of a third at the end of each idea, however, pro¬ 
jects a slight sense of repetition rather than contrast.) 

example 4.2: The motivic content of the contrasting idea is en¬ 
tirely different with respect to durational values, harmonic pacing, 
and overall melodic countour compared with that of the basic idea. 
Unlike the preceding example, the antecedent phrase here ends 
with the less common imperfect authentic cadence. 

example 4.3: The basic idea is soft and legato. The very start of 
the contrasting idea at measure 3 brings a sudden change to a forte 
dynamic and staccato articulation. 

More significantly, however, the basic idea and contrast¬ 
ing idea differ with respect to their fundamental harmonic 
organization. The basic idea is usually supported by a tonic 
prolongational progression, and the contrasting idea must 
close with a cadential progression. In cases in which the 
contrasting idea seems to resemble the basic idea because of 
shared motives, die different underlying harmonies distin¬ 
guish one idea from the other. 

example 4.4: The basic idea opens with a one-measure rhythmic 
motive, one that Mozart used to start a number of his piano con¬ 
certos. 3 The beginning of the next idea at measure 3 brings back 
this same motive, which might lead the listener to suspect that the 
basic idea is being repeated in the manner of a presentation phrase. 
But the motive is supported by a completely different harmonic 


49 



example 4.1 Haydn, Piano Trio in C, Hob. XV:2j, iii, 1-8 


antecedent consequent 



example 4,2 Mozart, Piano Sonata in B-flat, K. 281/189^ i, 1-8 

antecedent consequent 



example 4.3 Mozart, Piano Sonata in D, K. 311/284C, ii, 1-8 

antecedent consequent 



example 4.4 Mozart, Piano Concerto in F, K. 459, i, 1-8 

antecedent consequent 



example 4.5 Haydn, Symphony No. too in G (“Military”), iv, 1-8 

antecedent consequent 
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progression, one that brings a half cadence to end the contrasting 
idea of an antecedent phrase. The return of the motive again at 
measure 5, now supported by its original harmonization, signals 
the true restatement of the basic idea, which functions to initiate 
the consequent phrase. 

A contrasting idea often contains characteristics of con¬ 
tinuation function, such as fragmentation, an accelerated 
harmonic or surface rhythm (or both), and even a hint of 
sequential harmonies. 

example 4.5: The two-measure contrasdng idea (mm. 3-4) dis¬ 
plays most of the characteristics of a full four-measure continua¬ 
tion phrase—fragmentation (into half-measure units), marked 
harmonic acceleration, a stepwise ascending sequence, and a con¬ 
cluding half-cadential progression. 

The notion of the contrasting idea as continuational be¬ 
comes even more apparent when the basic idea itself is com¬ 
posed of a one-measure motive that is imediately repeated, 
in the manner of a “small presentation.” The entire an¬ 
tecedent then resembles the sentence theme-type. It is more 
useful for a comprehensive theory of form, however, if we 
distinguish between a sentence-like (or sentential) structure 
and a genuine sentence, the latter being a specific tight-knit 
theme with the characteristics described in the previous 
chapter. In many cases throughout this book, we recognize 
the presence of sentential characteristics without wanting to 
say that the resulting structure is a sentence proper. 

example 4.6: The entire antecendent phrase has a miniature sen¬ 
tential design. The basic idea itself contains a one-measure state¬ 
ment that is immediately repeated as a response, thus suggesting 
presentation function. The contrasting idea (mm. 3-4) features 
fragmentation, harmonic acceleration, and cadential closure, like a 
continuation. It would be inappropriate, however, to consider this 
four-measure unit a genuine sentence, since it does not contain 
sufficient musical content to make up a fall eight-measure theme. 4 

Weak cadential closure. A basic idea followed by a con¬ 
trasting idea does not in itself constitute an antecedent. Es¬ 
sential to this function is the presence of a weak cadence that 
effects partial closure of the phrase. When defining an¬ 
tecedent function, both the half cadence and the imperfect 
authentic cadence can be considered weak because each 
leaves unclosed some harmonic or melodic process. Of the 
two, the half cadence, with its combination of harmonic and 
melodic incompleteness, is decidedly weaker than the im¬ 
perfect authentic cadence, which results in melodic incom¬ 
pleteness alone. 5 The vast majority of antecedent phrases 
end with a half cadence, no doubt to magnify the sense of 
cadential differentiation. The perfect authentic cadence can¬ 
not be used to close an antecedent phrase, since this strong 
cadence achieves complete harmonic and melodic closure. 6 


“Stop” versus “end.” The notion of cadence has often 
been associated with the “cessation of musical activity.” For 
many musicians, cadence refers to a stop in the rhythmical 
motion of the phrase. To be sure, cadences in the classical 
literature often occur at points where the surface rhythm 
comes to a temporary halt. But this is not invariably so: 
many cadences see the rhythmic motion continuing 
through to the next formal unit, and sometimes a melodic 
lead-in also helps maintain rhythmic continuity. 

example 4.7: The end of the antecedent phrase is characterized by 
a sudden increase in activity, such that the flurry of eighth-note 
runs carries this momennim on through the half cadence (down- 
beat of m. 7) to the beginning of the consequent at measure 9. The 
phrase thus “ends” with a half cadence, but the rhythmic motion 
does not “stop” with that cadence. 7 

Although a rhythmic stop may be associated with a given 
cadence, a cessation of activity is not essential to the con¬ 
cept of cadence. Moreover, rhythmic motion can come to a 
halt at places that are clearly noncadential. 

example 4.3: The only place where the musical motion com¬ 
pletely stops is in the middle of measure 3, a moment that does not 
project any sense of cadence. On the contrary, this point is the 
most unstable moment in the phrase. 

If cadence does not necessarily entail a stopping of 
rhythmic activity, it nonetheless does embody the notion of 
structural closure, the marking of a formal end. A rhythmic 
stop and a formal end are entirely different musical phe¬ 
nomena: although they often operate together, they are 
conceptually (and perceptually) distinct. 8 

Nonelision of antecedent with consequent. Wh en mea¬ 
sure 4 of the antecedent phrase maintains rhythmic conti¬ 
nuity all the way until measure 5, we might be tempted to 
say that rather than ending with a half cadence, the an¬ 
tecedent closes with an authentic cadence, one that elides 
with the beginning of the consequent; that is, measure 5 
would be seen to function as both the last measure of the 
antecedent and the first measure of the consequent. 9 Such 
an interpretation, however, usually proves to be faulty. In 
most cases, there are specific harmonic reasons that the be¬ 
ginning of measure 5 cannot be considered a cadence. More 
important, however, the sense of a formal “goal” in an an¬ 
tecedent almost always precedes the sense of a new begin¬ 
ning for the consequent. It seems that the perception of re¬ 
peating a unit of weak closure with one of stronger closure 
is obscured if the boundaries between the units are not 
clear. An examination of the classical repertory reveals that 
an antecedent phrase rarely, if ever, elides with a conse¬ 
quent phrase. 10 



example 4.6 Mozart, Piano Sonata in A, K. 331/3001, i, 1-8 



example 4.7 Haydn, Piano Trio in E-flat, Hob. XV^o, iii, 1-16 


antecedent consequent 




example 4.8 Beethoven, Serenade for Violin, Viola, and Cello in D, Op. 8, iv, 23-30 


antecedent consequent 
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example 4.9 Mozart, Piano Sonata in D, K. 576, i, 1-8 


antecedent 


consequent 
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example 4.7: Because of the continuous rhythmic motion into the 
downbeat of measure 9, we might be tempted to hear an imperfect 
authentic cadence closing the antecedent at that point. But the 
bass note B!> in measure 7 is filled in with stepwise motion leading 
up to the E> in measure 9, and the resulting change to the ; posi¬ 
tion on the third beat of measure 8 undermines the potential for 
the dominant to function as the penultimate harmony of an au¬ 
thentic cadential progression. Instead, the dominant (in root po¬ 
sition) on the downbeat of measure 7 must be construed as an 
ultimate dominant ending a half-cadential progression. Thus ante¬ 
cedent and consequent do not elide, despite the rhythmic continu¬ 
ity into the latter phrase. 


CONSEQUENT PHRASE 

The consequent repeats and alters the antecedent so as to 
achieve greater closure by means of a stronger cadence. With 
few exceptions, a consequent ends with a perfect authentic 
cadence, thus folly completing the harmonic and melodic 
processes of the theme. If the antecedent has closed with a 
half cadence, the consequent may end with an imperfect au¬ 
thentic cadence, although this weaker form of closure rarely 
occurs. 11 

To create the impression of repeating the antecedent 
phrase, the consequent must begin with a restatement of 
the initial basic idea. The consequent then closes with a 
contrasting idea leading to the cadence. The contrasting 
idea of the consequent usually resembles that of the an¬ 
tecedent, although it can also be built out of entirely new 
melodic-motivic material (see ex. 4.2). 

Harmonic organization. In most periods, the basic idea 
of the consequent is supported by the same harmony as in 
the antecedent—-that is, most often by a firm root-position 
tonic prolongation. On occasion, the basic idea of the con¬ 
sequent is a dominant version, in relation to a tonic version 
of the antecedent. The overall harmonic design of the pe¬ 
riod thus takes on a statement-response character (ant.: 
I-V, cons.: V-I). 

example 4.8: The basic idea of measures 1-2 clearly returns to 
begin the consequent phrase at measure 5. But the idea’s new 
harmonic support creates a dominant version, compared with 
the tonic version at the beginning of the antecedent. Indeed, it 
would be possible to place measures 5-6 directly after measures 
1-2 to make a standard presentation phrase featuring a state¬ 
ment-response repetition of the basic idea. (The unusual ca¬ 
dential close of the antecedent phrase is explained toward the 
end of this chapter.) 12 

A looser harmonic expression is created when the basic 
idea of the antecedent is restated sequentially in the conse¬ 
quent, usually by being transposed up a step into the super¬ 
tonic region. 


example 4.9: The consequent phrase begins by sequencing the 
initial basic idea one step higher supported by II. This sequential 
restatement of the main theme’s basic idea proves to have interest¬ 
ing consequences later in the movement for the subordinate theme 
of the exposition and that of the recapitulation, as discussed in 
connection widi examples 8.1 and 11.12, respectively. 13 

The cadential progression of the consequent often be¬ 
gins earlier in the phrase than in the antecedent, especially 
if the latter ends with a half cadence (which is usually the 
case). Since the final harmonies of both phrases normally 
occupy analogous positions (e.g., downbeats of mm. 4 and 
8), the penultimate dominant of the consequent must be 
shifted backward in relation to the ultimate dominant of the 
antecedent. In addition, the initial tonic or pre-dominant 
(or both) appears earlier in the consequent than in the ante¬ 
cedent. The contrasting idea of the consequent may even 
be supported entirely by the cadential progression and thus 
resemble the cadential idea dosing a sentence. 14 As a result 
of these various alterations, the consequent phrase acquires 
a more powerful cadential expression relative to the an¬ 
tecedent, owing to not only the type of cadence but also 
the greater temporal weight accorded to the cadential 
progression. 

example 4.4: The cadential progression of the antecedent begins 
with the VI chord (functioning as a pre-dominant II/V) in the sec¬ 
ond half of measure 3. In the consequent, the pre-dominant II 6 is 
shifted back to the beginning of measure 7 to accommodate the 
penultimate dominant in the second half of that measure. The 
contrasting idea of the consequent is thus supported entirely by an 
authentic cadential progression. (See also exs. 4.6 and 4.9.) 

Modulating consequent, cadential strength. Most periods 
conclude in the key in which they begin. Often, however, 
the consequent phrase modulates, and the theme closes 
with a perfect authentic cadence in a related tonality. Like 
the modulating sentence, the modulating period rarely 
stands alone as an independent theme but, rather, consti¬ 
tutes the first part of a larger thematic unit, such as a small 
ternary or small binary (see ahead ex. 6.11). In such cases, it 
might be asked how a subordinate-key cadence closing the 
consequent phrase can be considered stronger than a home- 
key cadence closing the antecedent phrase. 

We can answer the question by distinguishing between 
two types of pitch closure in a composition: one type in¬ 
volves the degree of harmonic-melodic closure achieved 
within a key (or several keys), and the other type, operating 
at a higher structural level, involves the degree of tonal clo¬ 
sure exhibited by a succession of keys in relation to the 
home key. The relative strength of cadences is established 
on the basis of the first type of closure. When the ante¬ 
cedent phrase ends with a weak cadence, we perceive that a 
harmonic or melodic process in the home key remains some¬ 
what open. But when the consequent phrase modulates and 
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establishes a subordinate key by means of a perfect authen¬ 
tic cadence, we perceive that full harmonic-melodic clo¬ 
sure in that new key has been achieved. In relation to the 
openness of the antecedent, the fuller closure of the conse¬ 
quent is achieved by a stronger cadence. 

As regards the tonal organization of a modulating period, 
the consequent phrase is more open than the antecedent, 
since the latter resides in a subordinate key. This tonal insta¬ 
bility has important consequences for the rest of the com¬ 
position, for the music must eventually return to the home 
key (either shortly thereafter or later in the movement) to 
achieve tonal closure. Such considerations of tonality, how¬ 
ever, have no direct bearing on the strength of cadences, 
whose degrees of closure relate to harmonic-melodic pro¬ 
cesses within the various keys of the composition. 

Unlike the consequent, which is free to modulate to a 
related tonal region, an antecedent phrase always closes in 
the same key in which it begins. (One major exception to 
this rule will be discussed shortly.) If the antecedent phrase 
were to modulate (and the consequent to remain entirely in 
the subordinate key), then the home key, expressed only by 
the tonic prolongation supporting the initial basic idea, 
could not compete in prominence with the subordinate key. 
Thus for the period to attain sufficient tonal stability, it 
must first confirm its opening key with a cadence (albeit a 
weak one) before modulating and confirming a new key 
(with a stronger cadence). 

DEVIATIONS FROM THE NORM 

Deviations from the model period form occur frequently 
throughout the classical repertory. Many of these periods 
employ the same techniques of extension, expansion, and 
compression discussed earlier in regard to the sentence 
form. In the case of the period, however, it is useful to dis¬ 
tinguish further whether a deviation yields a symmetrical or 
an asymmetrical grouping structure, for quite different aes¬ 
thetic effects obtain thereby. In addition to these phrase- 
structural alterations, deviant periodic forms can arise be¬ 
cause of irregular cadential formations. 

Symmetrical Deviations 

Like the sentence, the period is divided into two, four- 
measure phrases. But even more than the sentence, the 4 + 
4 grouping structure of the period suggests a symmetrical 
organization, since the consequent phrase repeats the an¬ 
tecedent rather than bringing something essentially new 
(as does the continuation phrase of the sentence). For this 
reason, alterations to the normative phrase lengths of the 
period frequently take place in a way that maintains this 
sense of equilibrium between the phrases. As a general 
rule, if the antecedent is altered from its four-measure 


norm, then the consequent will be changed to restore the 
sense of symmetry. 15 

example 4.10: The ten measures of this period exhibit a symmet¬ 
rical 5 + 5 grouping structure. A reconstructed normative version 
(ex. 4.10b) reveals that the theme has undergone two alterations. 
First, the half cadence ending the antecedent is extended by an 
extra measure of dominant harmony. Second, the contrasting idea 
of the consequent is expanded by an additional measure, thus es¬ 
tablishing a symmetrical grouping structure by matching the 
length of the antecedent. Moreover, this second change allows die 
descending eighth-note motive of the contrasting idea to maintain 
its original tonic support (mm. 3 and 8) and also permits the new 
cadential melody (mm. 9-10) to correspond rhythmically to that 
of the half-cadential extension (nun. 4-5). Despite the apparent 
symmetry in grouping structure (5 + 5), a certain asymmetrical 
quality is projected by the 4 + 6 pattern as defined by the cadence 
points. 16 

The preceding example illustrates well the difference 
between extension and expansion. On the one hand, the 
structural end of the antecedent’s contrasting idea, as artic¬ 
ulated by the half cadence, occurs in its normative place— 
the downbeat of measure 4. Thus the formal functions of 
antecedent, contrasting idea, and cadence are fully estab¬ 
lished by that point. Measure 5 merely stretches out these 
functions in time. On the other hand, the consequent’s 
contrasting idea is not fully expressed until the cadence fi¬ 
nally arrives at measure 10. The phrase is thus lengthened 
as a result of an internal expansion of its component mem¬ 
bers, which occurs in the course of establishing the formal 
functions. 

The next example features a new type of phrase alter¬ 
ation— interpolation , 17 An interpolation can be defined as 
musical material that is inserted between two logically suc¬ 
ceeding formal functions, yet seeming not to belong to ei¬ 
ther function. An interpolation is distinguished from an ex¬ 
tension largely through the absence of a motivic connection 
between the interpolated material and its preceding func¬ 
tion, so that this function does not appear to be stretched 
out in time. (An extension, on the contrary, usually has an 
intimate motivic connection with the material that it is ex¬ 
tending.) An interpolation can easily be eliminated in order 
to restore a more normative grouping structure. 

example 4.11: The antecedent phrase is expanded to five mea¬ 
sures by an interpolated rising eighth-note idea entering in the 
second half of measure 2. (The consequent phrase is similarly ex¬ 
panded.) This brief figure seems entirely unrelated to its preceding 
basic idea, yet it also does not belong to the contrasting idea (de¬ 
spite some obvious motivic connections). Moreover, the interpo¬ 
lated figure does not give the impression of extending the basic 
idea, which is clearly over by the beginning of measure 2. Finally, 
both interpolations can easily be excised in order to create a nor¬ 
mative eight-measure period (ex. 4.11b). 

Closer examination reveals that the interpolated lines play a 



example 4.12 Beethoven, String Quartet in G, Op. 18/2, ii, 1-6 


antecedent consequent 

b.i. {ton. ver.) c.i. b.i. {dom. ver.) c.i. 



example 4.13 Mozart, Piano Sonata in C, K. 279/189(1, iii, 1-10 


antecedent consequent 

b.i. c.i. b.i. interpolation c.i. 



example 4.14 Mozart, Piano Sonata in A Minor, K. 310/300(1, iii, 1-20 
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more important role in articulating formal functionality than 
might originally be thought. Note, first of all, that the basic idea 
has a strong cadential character: after the initial leap from E up to 
G, the melody “closes down” to the tonic scale-degree while being 
supported by a V-I progression. The interpolated figure then 
helps project an “opening up” of the melodic process by filling in 
stepwise the E to G leap, thus reasserting the initiating character 
so abruptly cut short by the end of the basic idea. The contrasting 
idea brings a further stepwise ascent to the high A, at which point 
the melody suddenly drops down for the half cadence. The gap left 
hanging by the high A is then filled in by a short lead-in, which in¬ 
verts the chromatic line of the earlier interpolation. Following the 
restatement of the basic idea at the beginning of the consequent, 
the interpolated figure restores the high A abandoned at the end of 
the antecedent and continues the line, completing it up to C. The 
new contrasting idea begins with C (now an octave lower) and once 
more carries the stepwise ascent up to A, which then resolves back 
to G before leaping down again for the final cadence. Thus, rather 
than being merely incidental, the interpolations significantly partic¬ 
ipate in important melodic processes within the theme. 

A symmetrically altered period can also result from the 
technique of phrase-structural compression. 

example 4.12: Both the antecedent and consequent are com¬ 
pressed into three-measure phrases. The antecedent begins regu¬ 
larly enough with a two-measure basic idea, but the contrasting 
idea consists of a one-measure half cadence, thus resulting in a 2 + 1 
grouping structure for the antecedent. The basic idea begins to be 
repeated at the start of the consequent, but this idea is broken off 
at the end of measure 4 when the melody suddenly leaps down a 
seventh from C to D. The remaining two measures then make up 
a normal contrasting idea, supported harmonically by an authentic 
cadential progression. The sudden change of dynamic level back to 
piano at the beginning of measure 5 further supports this 1 + 2 
grouping structure. The 3 + 3 symmetry at the level of the phrase 
is thus complemented by a more subtle, less symmetrical 2 + 1, 
1 + 2 structure at the level of the idea unit. 

Asymmetrical Deviations 

In the preceding examples, the consequent phrase was al¬ 
tered to match a deviation already present in the antecedent 
phrase and, in so doing, to preserve the inherent symmetry 
of the form. A different aesthetic effect occurs when the an¬ 
tecedent assumes its regular four-measure length, thus 
promising a normative period, but the consequent is altered 
to create an asymmetrical deviation. The asymmetry usually 
arises from an expansion of the consequent, but sometimes 
that function is extended when an expected perfect authen¬ 
tic cadence fails to appear for some reason or another, and 
the phrase (or portion thereof) is repeated in order to bring 
true cadential closure. 

example 4.13: The consequent phrase lasts six measures because 
of the interpolation of measures 7-8. These two measures, which 
belong to neither the preceding basic idea nor the following con¬ 


trasting idea, can easily be eliminated without disrupting the for¬ 
mal, harmonic, or melodic syntax of the theme. Although it is not 
obvious why Mozart inserted these extra measures, we can specu¬ 
late that he wanted to achieve a greater rhythmic drive to the ca¬ 
dence than what a single measure (m. 9) could have provided. 
Moreover, the transition section immediately following this main 
theme features running sixteenth notes. This rhythm is better 
“prepared” by Mozart’s asymmetrical period than by a hypotheti¬ 
cal version that eliminates measures 7-8. 18 

example 4.14: The consequent promises to end in measure 16, 
but a deceptive cadence instead motivates an extension of the 
phrase. The cadential idea is repeated (with an important melodic 
variant, one that allows the line to reach a climax on the high A), 
and the theme achieves closure with the perfect authentic cadence 
at measure 20. 


Irregular Closure of Antecedent Phrase 

Reinterpreted half cadence. That an antecedent must 
close with a weak cadence is fundamental to the definition 
of the function. In some cases, however, this cadence ap¬ 
pears to be irregular, yet we still want to recognize the pres¬ 
ence of an antecedent. One common irregularity occurs 
when a presumed antecedent appears to modulate to the 
dominant region, closing there with a perfect authentic ca¬ 
dence, as in example 4.8, measures 3-4. Two principles of 
antecedent function are thus violated—that it close with a 
weak cadence and that it not modulate. Nonetheless, when 
the home key is immediately reinstituted at the beginning 
of the consequent phrase, the sense of modulation is in¬ 
stantly canceled, and we recognize instead that the an¬ 
tecedent has closed with a reinterpreted half cadence, as this 
commonly occurring cadential formation can be termed. 

example 4.15: The opening four-measure phrase consists of a basic 
idea followed by a contrasting idea leading to a cadence. As the 
opening phrase of a theme, it sounds very much like an antecedent. 
Yet we also recognize that at the very surface of the harmonic activ¬ 
ity, measure 3 brings a quick modulation to D major, the dominant 
region of the home key, G. The cadential formation at the end of 
the phrase is therefore a perfect authentic cadence. There is even 
the sense of a brief codetta in the second and third beats of measure 
4 to confirm that cadential arrival. Yet when the music returns em¬ 
phatically to G major at the beginning of the consequent phrase, it 
is easy to hear that the D-major harmony at the end of die an¬ 
tecedent marks a reinterpreted half cadence in the home key. It 
must be emphasized that the cadential formation in measures 3-4 
of this example (as well as ex. 4.8) is literally a perfect authentic ca¬ 
dence. Only in the broader context of antecedent-consequent 
functionality does it become a reinterpreted half cadence. 19 

Melodic ambiguity. Another (potential) irregularity in the 
cadential closure of an antecedent phrase arises in connec¬ 
tion with the definition of an imperfect authentic cadence. 
As a general rule, this type of cadence occurs when the final 
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example 4.15 Haydn, String Quartet in G, Op. 64/4, i, 1-8 
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example 4.16 Beethoven, Bagatelle in D, Op. 33/6, 1-8 


antecedent 


consequent 
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note in the melody remains open on the third scale-degree. 
In cases of an ornamented melody, however, it can some¬ 
times be difficult to say exactly which note is the “final 
note” for purposes of this definition. On occasion, the last 
note of the melody appears to ornament the more funda¬ 
mental melodic line, whose final note remains open on the 
third degree (see again chap. 3, n. 48). 

example 4.16: Does the opening phrase end with a perfect or an 
imperfect authentic cadence? The decision depends on which 


note—the very final D or the preceding Fi on the downbeat of the 
measure—is taken as the true structural end of the melody. Since 
an opening four-measure phrase of a theme does not normally end 
with full harmonic and melodic closure, we are inclined to believe 
that diis phrase is an antecedent ending with an imperfect authen¬ 
tic cadence. When we perceive that the next phrase is a genuine 
consequent, closing unambiguously with a perfect authentic ca¬ 
dence, our initial hypothesis of a period design is confirmed. 
The final D of the antecedent is thus understood to be an em¬ 
bellishment (a “chordal skip”) of the more fundamental melodic 
note, Ft. 20 



Hybrid Themes and 
Compound Themes 


The sentence and period are presented by Schoenberg and 
his followers as fundamentally opposing theme-types. In¬ 
deed, Ratz regards the two forms as distinct not only struc¬ 
turally but also aesthetically: 

In the case of the period we have a symmetrical structure that 
has a certain “repose in itself” owing to the balance of its two 
halves, which are more or less equal. . . . The eight-measure sen¬ 
tence, however, contains a certain forward-striving character be¬ 
cause of the increased activity and compression in its continuation 
phrase, making it fundamentally different in construction from the 
symmetrical organization of the period. 1 

This distinction between two fundamental theme-types 
notwithstanding, the actual compositional practice is con¬ 
siderably more complex. 2 Many themes are difficult to clas¬ 
sify within the sentence/period model. To be sure, some 
bear little relation to either form; 3 however, a sizable num¬ 
ber combine features of both types. These latter themes 
have received little theoretical discussion. At best, someone 
familiar with Schoenberg’s ideas might observe that a given 
theme is “more like a sentence than a period” (or vice versa) 
but could not describe precisely how the theme fits into a 
theoretical framework consisting exclusively of two funda¬ 
mental types. 

This chapter develops more fully the idea that an indi¬ 
vidual theme can exhibit both sentential and periodic char¬ 
acteristics. The first part treats simple, eight-measure hybrid 
themes, as these mixed forms can be termed. The second 
part discusses the sixteen-measure period and the sixteen- 
measure sentence; these compound themes are dealt with here 
because they also typically combine form-functional traits 
of the sentence and period. 


HYBRID THEMES 

A hybrid theme, like a sentence or period, is normally con¬ 
structed as an eight-measure unit divided into two phrases of 
four measures each. Four categories of hybrids can be iden¬ 
tified based on the internal organization of these phrases. 


Hybrid 1 : antecedent + continuation. Many hybrid 
themes begin like a period but end like a sentence; that is, 
they are composed of a four-measure antecedent followed 
by a four-measure continuation. 

example 5.1: The first phrase is a standard antecedent—a two- 
measure basic idea followed by a contrasting idea ending with a 
half cadence. The second phrase begins with new material and 
modulates to the dominant region. Since the basic idea does not 
return, the phrase cannot be considered a consequent. Rather, the 
phrase projects the most typical feature of continuation function— 
namely, fragmentation of the preceding two-measure ideas into 
one-measure units. 4 

If the second phrase of hybrid type 1 does not feature 
fragmentation, then the sense of continuation is somewhat 
weakened. Such cases, however, usually bring a perceptible 
increase in the rate of harmonic change so that the continu¬ 
ation function is sufficiendy expressed. 

example 5.2: Following a normal antecedent, the second phrase 
brings a new two-measure idea at measure 5 and closes with a sim¬ 
ple cadential figure. This second phrase cannot be considered a 
consequent because the opening basic idea is not restated. Due to 
the lack of fragmentation, the phrase is not obviously continua- 
tional. Yet that function is nonetheless expressed by an increased 
harmonic rhythm and a considerably more active bass line (in 
comparison to the antecedent). 

In the examples just discussed, the first phrase can be 
considered a genuine antecedent, despite its not being 
followed by a consequent. Although the pair antecedent/ 
consequent creates a logical succession, the two functions 
need not be linked together in all formal situations, and 
their mutual presence is not a necessary condition for their 
individual expression. The same independence holds for 
presentation and continuation phrases as well. Intrathe- 
matic functions in general need not be confined to the stan¬ 
dard theme-types with which they are conventionally as¬ 
sociated (i.e., period, sentence). Not all combinations of 
phrases make up a syntactical arrangement of functions, 
however: a consequent followed by a presentation, for ex- 
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example 5.1 Mozart, Piano Sonata in C, K. 330/300!!, ii, 1-8 


antecedent continuation 

b.i. c.i. frag. cad. 



antecedent continuation 

b.i. c.i. new idea cad. 



example 5.3 Beethoven, Violin Sonata in D, Op. 12/1, iii, 1-8 



example 5.4 Haydn, String Quartet in G, Op. 64/4, ii, 1-8 


antecedent cadentiai 

b.i. c.i. 

frag. 
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ample, would be functionally illogical. The hybrid type 
antecedent + continuation, on the contrary, is entirely logi¬ 
cal, because an initiating function (antecedent) is followed 
by medial and concluding functions (continuation and ca- 
dential, fused into a single continuation phrase). The other 
hybrid types also conform to this logical arrangement of 
general form-functional elements. 

Hybrid 2 : antecedent + cadential. A second hybrid type 
features an antecedent followed by a phrase built exclu¬ 
sively on an expanded cadential progression. In the context 
of a sentence, this latter phrase is termed continuations 
cadential because we expect a presentation to lead to a con¬ 
tinuation and because the phrase usually does contain traits 
of this function. But in the context of an implied period, as 
suggested by an initial antecedent, the situation is differ¬ 
ent: not only do we not expect an ensuing continuation, 
but the phrase supported by the expanded cadential pro¬ 
gression often displays few, if any, continuational charac¬ 
teristics. Thus following an antecedent, the second phrase 
of this hybrid type can be considered exclusively cadential 
in function. 

example 5.3: The first phrase is a regular antecedent closing with 
a half cadence in measure 4. The next phrase brings new material 
built over an expanded cadential progression. Since the music con¬ 
tinues to group itself into two-measure units, like the antecedent, 
there is no sense of fragmentation; neither is there any acceleration 
of harmonic rhythm. (In fact, the harmonies slow down some¬ 
what.) Due to the lack of any continuational features, the phrase is 
best labeled cadential. 

example 5.4: The antecedent phrase itself is sentential: the basic 
idea is made up of two, one-measure motives (like a miniature pre¬ 
sentation), and the contrasting idea has manifest continuational 
traits. The following phrase is exclusively cadential, for it does not 
suggest a continuation function in the least: the new two-measure 
melody projects no sense of fragmentation, and the rate of har¬ 
monic change diminishes considerably. 5 

Hybrid 3 : compound basic idea + continuation. By defin¬ 
ition, an antecedent contains a basic idea followed by a con¬ 
trasting idea leading to a weak cadence. If a cadence does 
not appear at the end of the phrase, then an essential com¬ 
ponent of antecedent function has been lost. What is the 
function of such a phrase? Inasmuch as the lack of cadential 
closure creates a sense of open-endedness, the phrase takes 
on the character and function of a higher-level basic idea. 
Thus the term compound basic idea can be applied to a phrase 
consisting of a simple basic idea and a contrasting idea that 
does not close with a cadence. 6 By virtue of its melodic- 
motivic content, a compound basic idea resembles an an¬ 
tecedent. In fight of its underlying harmony, which is usually 
(but not always) tonic prolongational, a compound basic idea 
resembles a presentation. Thus the four-measure phrase it¬ 


self represents a hybrid of antecedent and presentation 
functions. 

example 5.5: At first glance, the opening phrase might seem to be 
a regular antecedent: a basic idea is followed by a contrasting idea 
ending with a dominant triad in measure 4. But since that domi¬ 
nant first appears in measure 3 to support the entire contrasting 
idea, we cannot identify a specific progression to create a half ca¬ 
dence in the final measure of the phrase. Indeed, the phrase con¬ 
tains a single I-V 7 tonic prolongation. Because of the lack of ca¬ 
dence, the opening phrase must be defined as a compound basic 
idea. The following phrase is a typical continuation featuring frag¬ 
mentation and harmonic acceleration and closing with a perfect 
authentic cadence. 7 

If the phrase following a compound basic idea is built 
over an expanded cadential progression, then its function 
may be simply cadential or, more often, continuations 
cadential (the latter being appropriate if the phrase contains 
continuational characteristics). 

example 5.6: The first phrase is a compound basic idea because 
the underlying tonic pedal destroys any potential for cadential clo¬ 
sure. The following phrase has an expanded cadential progression 
at its basis. Since it also features marked acceleration in harmonic 
rhythm, the phrase is best labeled continuation =>cadential. (The 
final cadence is most likely an imperfect authentic cadence, the 
final C being an “overhang”; see chap. 3, n. 48). 8 

Hybrid 4 : compound basic idea + consequent. In this 
fourth, and final, category of hybrid themes, a compound 
basic idea is followed by a consequent rather than a contin¬ 
uation, as in the previous category. Thus, the opening basic 
idea returns in measures 5 and 6, and the theme ends with a 
perfect authentic cadence. Hybrids of this type differ from 
periods in only one respect: they lack the weak cadence in 
the fourth measure of the theme. 

example 5.7: The first phrase is a compound basic idea; the ab¬ 
sence of any harmonic motion into measure 24 prohibits us from 
recognizing any cadence there. The second phrase brings back the 
initial basic idea (now supported by dominant harmony), and the 
subsequent contrasting idea brings an emphatic perfect authentic 
cadence to close the theme. 1 ' 

When a compound basic idea is supported by a tonic 
prolongational progression, as is usually the case, the har¬ 
monic organization of the phrase resembles a presentation. 
As discussed in chapter 3, the tonic prolongation of a pre¬ 
sentation may not reach completion until after the continu¬ 
ation has begun (see ex. 3.4). The same situation may occur 
in connection with a compound basic idea and its following 
phrase (be it a continuation or a consequent). 

example 5.8: The contrasting idea of the compound basic idea is 
supported by II, which continues on into the following phrase 



example 5.5 Haydn, Piano Sonata in C, Hob. XVL35, i, 1-8 
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example 5.6 Haydn, Symphony No. 95 in C Minor, iii, 1-8 
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example 5.7 Beethoven, String Quartet in G, Op. 18/2, iv, 21-28 
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example 5.8 Haydn, Symphony No. 87 in A, iii, 1-8 
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sentence 

hybrid 3 

hybrid 1 

hybrid 2 

hybrid 4 

period 

pres. + cont. 

c.b.i. + cont. 

ant. + cont. 

ant. + cad. 

c.b.i. + cons. 

ant. + cons. 


figure 5.1 Relation of the hybrids to the sentence and the period. 


until the arrival of V 7 -I in measures 6-7. Thus a single tonic pro¬ 
longation underlies the first seven measures of the theme, which 
then closes with a simple cadential progression. (The absence of 
pre-dominant in this cadential progression is due not only to lack 
of space but also to the earlier prominence of supertonic harmony 
in measures 3-5.) 

The second phrase has a consequent function, as marked by the 
return of the basic idea. Note, however, that the increased har¬ 
monic activity in this phrase imparts a degree of continuational ex¬ 
pression as well. Indeed, the consequent phrase in this hybrid cate¬ 
gory frequently accelerates the harmonic rhythm in comparison to 
the preceding compound basic idea, whose tonic prolongation 
generally brings a relatively slow rate of harmonic change. 

Additional issues. Inasmuch as hybrid themes combine 
functional elements from both the sentence and period, it is 
possible to situate the four hybrid categories within a spec¬ 
trum of formal possibilities, where the sentence and period 
occupy the two extreme positions (see figure 5.1). Hybrid 3 
(compound basic idea + continuation) is very much like a 
sentence, except that the basic idea is not repeated. Hybrid 
4 (compound basic idea + consequent) closely resembles a 
period. Hybrid 1 (antecedent + continuation) contains as¬ 
pects of the sentence and period in equal measure, and hy¬ 
brid 2 (antecedent + cadential) is somewhat more periodic, 
since continuational traits are missing. 

Of the logically possible ways in which the various 
phrases of the sentence and period can be combined to 
make a hybrid, one pattern is conspicuously absent—a theme 
that begins with a presentation and ends with a consequent. 
As shown in figure 5.2, such an arrangement of phrases 
brings a threefold statement of the basic idea. The resulting 
redundancy of material within an excessive tonic prolonga¬ 
tion likely explains why this potential type of hybrid seldom 
occurs in the repertory. 

At this point we might inquire why hybrid themes ap¬ 
pear regularly throughout classical compositions. An ob¬ 
vious answer, of course, is that they offer more options 
beyond the sentence or period for shaping a logically satis¬ 
fying theme. But they also offer something more: the latent 
ambiguity of a hybrid—is it more like a sentence or more 


like a period?—renders it especially suitable for assimilating 
itself to a higher-level unit of more conventional thematic 
design, such as the sixteen-measure period, the small 
ternary, or the small binary. To be sure, some hybrids stand 
entirely alone, although most form part of a larger thematic 
whole. 10 

Aside from the general sense of structural ambiguity la¬ 
tent in all hybrid themes, a more specific technical feature 
in the first three categories of hybrids helps explain their 
tendency to be used in larger forms. With the exception of 
hybrid 4 (compound basic idea + consequent), the basic 
idea of a hybrid is stated only once in the theme. This situa¬ 
tion is different from both the sentence and the period, in 
which the basic idea appears twice, either immediately re¬ 
peated (as in the sentence) or following an intervening con¬ 
trasting idea (as in the period). Such hybrid themes are thus 
useful in certain larger-scale contexts when it is desirable 
that the basic idea not reappear within the eight-measure 
scope of the theme. One such formal context involves the 
sixteen-measure period, a compound theme to he consid¬ 
ered next. 11 

Hybrid themes containing a single statement of the basic 
idea are also useful as the first section of a small ternary' or 
small binary when that section modulates to a related re¬ 
gion (usually the dominant). In such cases, a hybrid can 
often be more effective than a period in consolidating the 
sense of the new key. With the period, the consequent 
phrase usually brings tonic harmony of the home key in 
measures 5 and 6 of the theme in order to support the re¬ 
stated basic idea. As a result, there is little room left in the 
eight-measure span of the theme for the modulation to take 
place. In the case of a hybrid, however, the use of a continu¬ 
ation (or cadential) phrase provides more space in which to 
effect the change of key. 

COMPOUND THEMES 

The simple sentence and period are defined as normative 
eight-measure themes whose constituent phrases may be 
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figure 5.2 Uncommon hybrid type—presentation + consequent. 













example 5.9 Beethoven, Piano Concerto No. 2 in B-flat, Op. 19, iii, 1-17 
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example 5.10 Beethoven, Piano Sonata in C Minor, Op. io/i, ii, i~i6 
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shortened or lengthened by standard alteration techniques 
(extension, expansion, compression, and interpolation). 
More complex versions of these two forms appear regularly 
in the classical repertory. Such compound themes are defined 
as structures containing sixteen real measures. 12 The com¬ 
pound sixteen-measure period consists of an eight-measure 
antecedent followed by an eight-measure consequent; the 
compound sixteen-measure sentence consists of an eight- 
measure presentation followed by an eight-measure contin¬ 
uation (fusing continuation and cadential functions). !} Like 
simple eight-measure themes, the length of a compound 
theme may be altered by extension, compression, and so 
forth. 

Sixteen-Measure Period 

The sixteen-measure period is constructed out of two 
eight-measure themes. The first theme (built as either a 
simple sentence or a hybrid) acquires an antecedent func¬ 
tion by closing with a weak cadence, normally a half ca¬ 
dence but also possibly an imperfect authentic cadence. 14 
The second theme (also a sentence or a hybrid) becomes a 
consequent by repeating the first theme but concluding 
with the stronger perfect authentic cadence. Thus the es¬ 
sential features of repetition and cadence that define an¬ 
tecedent and consequent functions for the eight-measure 
period apply to the sixteen-measure period as well. 15 

The major difference between simple and compound pe¬ 
riods lies in the internal organization of the antecedent and 
consequent units. In the eight-measure period, the four- 
measure antecedent (and consequent) phrase is built out of 
a two-measure basic idea and a two-measure contrasting 
idea. In the sixteen-measure period, the corresponding 
“ideas” of the large antecedent (and consequent) are four- 
measure phrases, some of which are themselves composed of 
simple basic or contrasting ideas. The phrase functions 
making up the large antecedent and consequent units are 
drawn from those associated with simple themes. The first 
half of each unit can be built as a presentation, antecedent, 
or compound basic idea, and the second half is most always 
a continuation (or else a continuation=>cadential). A four- 
measure consequent is not normally found within a sixteen- 
measure period. 16 

Most sixteen-measure periods can be assigned to one of 
three categories on the basis of these phrase combinations. 
Since the eight-measure antecedent is repeated in the sub¬ 
sequent consequent, the following categories are labeled 
with reference to the organization of the antecedent alone. 

Antecedent — presentation + continuation. A compound 
period from this category is made up of two eight-measure 
sentences: the first sentence ends with a weak cadence, and 
the second, a repetition of the first, ends with a perfect au¬ 
thentic cadence. This type of compound period represents 


the full-fledged development of the simple period whose 
four-measure antecedent has a miniature sentential design 
(see ex. 4.6). 

example 5.9: Both the antecedent and consequent units display 
the main characteristics of the sentence: a presentation with state¬ 
ment-response repetition; a continuation with fragmentation, 
harmonic acceleration, model-sequence technique; and a con¬ 
cluding cadence (slightly expanded in the consequent to permit the 
final tonic to appear on a metrically strong beat). 17 

Like the simple sentence, the phrase following the pre¬ 
sentation may be based on an expanded cadential progres¬ 
sion and thus acquire continuation=>cadential function. 

example 5.10: The antecedent unit contains regular presentation 
and continuation phrases. The consequent restates the original 
presentation but alters the expected continuation so as to be sup¬ 
ported by a single expanded cadential progression; hence the 
phrase is appropriately labeled continuations cadential. Such ca¬ 
dential expansion, lasting an entire phrase in the context of a com¬ 
pound period, is analogous to a cadential progression that sup¬ 
ports the complete two-measure contrasting idea in a simple 
period. 

This example illustrates another aspect of periodic structure, 
which was examined earlier in connection with the simple pe¬ 
riod—-namely, the tendency for the cadential progression of the 
consequent to be more expanded than that of the antecedent. 
Here, the antecedent closes with a brief half-cadential progression 
from the very end of measure 7 to measure 8; the consequent ex¬ 
pands the progression to four measures (mm. 13-16). (In retro¬ 
spect, we can observe that the continuation of the large-scale 
antecedent also begins with a potential expanded cadential pro¬ 
gression in measures 5-6, one that is abandoned with the move to 
V? in the middle of measure 7.) 18 

Antecedent = compound basic idea + continuation. In 
this category, the large antecedent (and consequent) is con¬ 
structed as a hybrid theme of type 3 (compound basic idea 
+ continuation). The term compound basic idea gains in 
appropriateness more in the context of compound themes 
than in the simple hybrids, where it was first introduced. 
A four-measure compound basic idea occupies the same hi¬ 
erarchical position in a sixteen-measure period as a two- 
measure basic idea does in an eight-measure period. 

example 5 . 11 : Traditional theory would perhaps identify a “pla- 
gal” cadence at the end of the first phrase. But the subdominant in 
measure 4 simply embellishes the tonic prolongation that supports 
the compound basic idea. Just as the two contrasting ideas in a 
simple period need not contain the same material, so may the two 
continuation phrases in a sixteen-measure period also exhibit di¬ 
verse melodic-motivic content, as in this example. 1 ' 1 

example 5.12: The second phrase of the antecedent (mm. 7-10) 
has continuation =>cadential function: the expanded cadential pro¬ 
gression brings a manifest harmonic acceleration in relation to the 



example 5.ii Mozart, Piano Concerto in A, K. 488, i, 1-16 
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example 5.12 Haydn, String Quartet in C, Op. 74/1, i, 3-18 
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example 5.13 Beethoven, Piano Sonata in A-flat, Op. 26, i, 1-16 


Antecedent 

antecedent continuation 





Consequent 





tonic pedal of the compound basic idea (mm. 3-6). The sudden 
flurry of sixteenth notes at measure 7 also adds continuational 
character to the phrase. 

The consequent is significantly altered in relation to the an¬ 
tecedent, especially with respect to harmonic organization. The 
last beat of measure 12 initiates a move away from the tonic pedal 
of the basic idea. The new contrasting idea is then supported by a 
variety of pre-dominant harmonies. The dominant finally arrives 
at measure 15 and is prolonged (with the help of neighboring 
chords in m. 16) until the final tonic of the perfect authentic ca¬ 
dence. A large expanded cadential progression is thus created, be¬ 
ginning with V2/IV (as the initial tonic) and continuing for the re¬ 
maining six measures of the theme. 

Because of the underlying harmony, cadential function in the 
consequent must be seen to begin in measure 13, but a definite 
continuational quality is expressed at this point as well, since com¬ 
pared with the static tonic pedal of the basic idea, the bass line in 
measures 13-14 projects a significant increase in rhythmic activity. 
The consequent phrase thus consists of a two-measure basic idea 
followed by a six-measure continuation =>cadential phrase. This 
formal arrangement is markedly different, of course, from that of 
the antecedent. Nevertheless, from the point of view of melodic 
organization, we still recognize formal remnants of the earlier sec¬ 
tion: measures 11-14 clearly suggest a compound basic idea, and 
the sixteenth-note flurry in measure 15 corresponds to the analo¬ 
gous moment in the antecedent (m. 7). 

This theme presents an interesting variant on the technique of 
expanding the cadential function in the consequent relative to the 
antecedent (as discussed in connection with ex. 5.10). Since the an¬ 
tecedent already featured an expanded cadential progression of 
four measures, the cadential progression of the consequent is even 
further expanded to six measures. To accommodate this greater ex¬ 
pansion within the eight-measure norm, Haydn uses the contrast¬ 
ing idea of what would have been a compound basic idea as the 
starting point of the continuation =>cadential phrase. 20 


Antecedent = antecedent + continuation. This category 
features hybrid type 1 as the basis of both antecedent and 
consequent units. 

example 5.13: This passage illustrates well the model form. The 
initial four-measure antecedent is followed by a continuation fea¬ 
turing fragmentation into two-beat units (which develop the up¬ 
ward fourth leap at the beginning of the basic idea), a marked ac¬ 
celeration of the harmony, and a second half cadence to close the 
eight-measure antecedent. The return of the basic idea is saved for 
measures 9-10 to signal the large-scale consequent. 21 

The use of a four-measure antecedent as the first part of 
an eight-measure antecedent implies the idea of a “period 
within a period” or a “double period” (see n. 15). However, 
the appearance of a continuation instead of a consequent 
undermines genuine periodic expression at the lower level. 
Indeed, the classical composers rarely use a simple period to 
build the antecedent and consequent units of a compound 
period. 22 Their avoidance of such a double period has a log¬ 
ical aesthetic explanation: the return of the basic idea in 
measures 9-10 of the theme (required for marking the 
higher-level consequent) would be preempted, and hence 
spoiled in its effect, if the basic idea were to reappear in 
measures 5-6 in order to project a lower-level consequent. 
For the same reason, hybrid type 4 (compound basic idea + 
consequent) is not used in a sixteen-measure period because 
the appearance of the basic idea to signal the lower-level 
consequent would poorly anticipate the higher-level con¬ 
sequent. This problem is circumvented if the large ante¬ 
cedent is built as a sentence or as hybrid types x or 3. In die 
case of the sentence, the basic idea is immediately repeated, 
but it does not return until the beginning of the higher- 
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level consequent. With either of the hybrids, the basic idea 
appears in the larger antecedent just once and returns only 
in measures 9-10 of the compound theme. 23 

At first glance, some themes in the repertory seem to vi¬ 
olate the general principle just enunciated, inasmuch as 
measures 5-6 bring melodic-motivic material resembling 
the basic idea, thus suggesting a lower-level consequent. 
But a closer look at this “basic idea” reveals that it is sup¬ 
ported by different harmonies and that it returns with its 
original harmonic support only in measure 9, which marks 
the beginning of the higher-level consequent. 

example 5.14: The theme opens with a compound basic idea built 
over a tonic pedal. The next phrase appears to bring back the basic 
idea in the manner of a consequent, but the supporting harmonies, 
which are entirely different from those of the opening basic idea, 
accelerate the harmonic rhythm and thus suggest a continuation 
function. A more exact restatement of the basic idea in measures 
9-10, with its initial harmonization, signals the real consequent of 
this theme. The last phrase (mm. 13-16) brings an unambiguous 
continuation expressed foremost by fragmentation. 24 


Sixteen-Measure Sentence 

Model form. The model sixteen-measure sentence consists 
of an eight-measure presentation followed by an eight- 
measure continuation. The presentation contains a com¬ 
pound basic idea and its immediate repetition, both sup¬ 
ported by a tonic prolongational progression. 25 The con¬ 
tinuation is characterized by fragmentation, harmonic 
acceleration, sequential harmonies, or increased surface 
rhythm. The cadential progression is usually expanded to 
support the final four-measure phrase. The sixteen-measure 
sentence most often closes with a perfect authentic cadence; 
a concluding half cadence is rare (but see ex. 5.18, discussed 
shortly in the next section). 

example 5.15: The presentation features statement-response 
repetition of a compound basic idea. The continuation develops 
the second motive (“x”) from the initial two-measure basic idea in 
the context of phrase-structural fragmentation and harmonic ac¬ 
celeration. (The opening motive from the basic idea is also pre¬ 
sent in the bass voice.) Although the underlying harmony of the 
continuation is quite functional, I-IV-V-I 6 , the use of substitute 
chords (VI and HI) and the choice of bass notes on the downbeats 
of each measure strongly suggest a descending third sequential 
progression. 26 


Compressed continuation. Whereas it is in the nature of 
the period to maintain a balance between its antecedent 
and consequent functions, the sentence, with its forward¬ 
striving character, has less need to preserve a symmetrical 
phrase structure. In particular, the formal functions of con¬ 
tinuation and cadence can often be fully expressed in fewer 
than the eight measures offered by the model form. Thus, 
many compound sentences compress their continuation 
and cadential functions into a single four-measure continu¬ 
ation or continuation=»cadential phrase, like that of a sim¬ 
ple sentence. Even when the continuation is compressed, 
however, the composer may restore a semblance of sym¬ 
metrical organization by repeating the continuation phrase 
or by adding a postcadential extension, thus stretching the 
theme back to its normative sixteen-measure length. 

example 5.16: In the model form, the continuation usually frag¬ 
ments the preceding four-measure compound basic ideas into two- 
measure segments (see the preceding example). This procedure re¬ 
sults in a 2:1 ratio between the original unit and the fragment. 27 
Further fragmentation may then produce one-measure segments, 
which again yields a 2:1 ratio. In this example, the beginning of the 
continuation suddenly reduces the unit size from four measures (in 
the presentation) to a single measure, which results in a com¬ 
pressed continuation of six measures. Underlying the fragmenta¬ 
tion is a descending third sequential progression, whose last link, 
V‘/IV-IV, also marks the beginning of an expanded cadential pro¬ 
gression. 28 

example 5.17: The presentation is followed by a four-measure 
continuation=>cadential phrase ending with a deceptive cadence in 
measure t2. The failure to realize a genuine cadence motivates a 
repetition of the phrase, which brings the expected perfect authen¬ 
tic cadence. The repetition also reestablishes phrase-structural 
symmetry when eight measures of continuation and cadential 
function now match the preceding eight-measure presentation. 29 

example 5.18: A compressed continuation leads to a half cadence 
in measure 12. Although the theme has technically ended at this 
point, a subsequent four-measure standing on the dominant ex¬ 
tends the passage to sixteen measures, thus restoring a sense of bal¬ 
ance with the presentation. 

The preceding discussion has focused on the com¬ 
pressed continuation because this deviation technique is 
most characteristic of the sixteen-measure sentence. Other 
methods of altering the model form are also employed by 
the classical composers, including the use of extension, ex¬ 
pansion, and interpolation, devices sufficiently exemplified 
in previous discussion to not warrant further attention here. 
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Small Ternary 


The small ternary is one of the most important forms in all 
of classical instrumental music. 1 As a theme-type in its own 
right, the small ternary can constitute the main theme of 
any full-movement form (sonata, rondo, concerto, etc.). 
The theme of most theme and variations movements is 
built as a small ternary. And the form, at times highly mod¬ 
ified, can make up all three sections of the slow-movement 
large ternary form, as well as an interior theme of a rondo 
form. 2 In addition to functioning as an individual thematic 
unit, the small ternary can replicate the basic formal and 
tonal plan found in the full-movement minuet and sonata 
forms. Thus, more than any other theme-type, the small 
ternary raises issues of musical form that transcend the 
scope of simple thematic organization. 

The small ternary consists of three main sections, which 
express the formal functions of exposition (A), contrasting 
middle (B), and recapitulation (A'). The exposition is con¬ 
structed as a tight-knit theme, 3 most often a period, but also 
possibly a sentence, hybrid, or even a nonconventional de¬ 
sign. This theme ends with a perfect authentic cadence in 
either the home key or, in the case of a modulating A sec¬ 
tion, a closely related, subordinate key. 4 The exposition oc¬ 
casionally ends with a brief closing section that consists of 
one or more codettas. 

The contrasting middle section achieves its sense of con¬ 
trast primarily by harmonic and phrase-structural means 
and only secondarily by melodic-motivic means. Whereas 
the exposition emphasizes tonic harmony (by beginning 
and ending with this harmonic function), the contrasting 
middle emphasizes dominant harmony. The harmonic goal 
of the section is, with rare exceptions, the dominant of the 
home key, and this harmony is frequently found at the very 
beginning of the section as well. The phrase structure of 
the B section is looser and usually less conventional in its 
thematic design than the preceding A section is. 

The recapitulation represents a return, either complete 
or partial, of the exposition. The section must begin with 
the basic idea from the exposition and close in the home 
key with a perfect authentic cadence. If the A section has 
modulated, the A' section must be adjusted to remain en¬ 
tirely in the home key. 


Many small ternaries are built unequivocally out of three 
discrete sections, fully distinguished from one another by 
marked changes in musical content and formal organiza¬ 
tion. The form appears more often, however, in a way that 
somewhat obscures its tripartite organization. In these 
cases, the A section is immediately repeated before the 
onset of the B section, and then, following the end of the A' 
section, B and A' together are repeated. The composer usu¬ 
ally indicates this structure by repeat signs, although the re¬ 
peated sections are occasionally written out in order to 
introduce ornamental changes. Since these repetitions pro¬ 
duce a distinctly two-part design, many theorists and histo¬ 
rians have labeled this a “binary” form. More specifically, 
the term “rounded binary” has been employed in recogni¬ 
tion of the return of material from the opening of the first 
part later in the second part. 

One of the most vigorous debates in the history of the¬ 
ory concerns whether the simple form under consideration 
here (as well as its more expanded manifestation, the so¬ 
nata) consists essentially of two or three parts. Advocates of 
the binary view argue from a number of positions. They 
observe, for example, that the two sections are often similar 
in length and thus display a kind of symmetrical balance. 
Some theorists point to the repetition scheme, noting that 
the so-called middle section (of the ternary view) is struc¬ 
turally dependent on the subsequent A' section and, hence, 
cannot be repeated in its own right. Finally, supporters of 
the binary view stress that when the first part modulates, 
the overall tonal process—the movement away from, and 
ultimate return to, the home key—expresses a fundamen¬ 
tally bipartite shape, to which the more tripartite melodic 
organization is merely secondary. 

Supporters of the ternary position argue that the binary 
view minimizes two significant aspects of formal expres¬ 
sion—the notion of a truly contrasting middle, and the idea 
of recapitulating the opening material . These are, of course, 
two of the functional components of the form emphasized 
in our discussion up to now. 

When the arguments of both sides are sorted out, the 
theoretical conflict would seem to disappear, since the op¬ 
posing positions are incompatible neither with each other 
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nor with the empirical facts presented by the music. Both 
views say something important about formal organization 
in this theme-type, and there is no reason to completely re¬ 
ject one or the other. 

It should be clear that this book emphasizes the ternary 
approach because of its greater compatibility with issues of 
formal functionality. Nevertheless, notions of a more speci¬ 
fically binary theme prove useful in two differing contexts. 
First, another theme-type—the small binary —is defined as 
functionally distinct from the small ternary (chap. 7). Sec¬ 
ond, the term rounded binary can be used in cases in which 
the two-part character of the small ternary form is given 
prominence through the repetition of the sections. The 
small ternary and rounded binary must be understood, 
nonetheless, as essentially the same form; that is, they both 
contain the three functions of exposition, contrasting mid¬ 
dle, and recapitulation. 

EXPOSITION 

The exposition section of a small ternary (rounded binary) 
is built as a relatively tight knit, self-contained theme, one 
whose internal harmonic and melodic processes are brought 
to a close by means of a perfect authentic cadence, in either 
the home key or a subordinate key. 5 All the conventional 
theme-types discussed in the previous chapters (sentence, 
period, hybrid) can be used to construct an exposition. 

Model forms. Most often the A section consists of an 
eight-measure period or an eight-measure hybrid with peri¬ 
odic characteristics (antecedent + continuation or com¬ 
pound basic idea + consequent). If the period remains in 
the home key, it has the potential of functioning alone as a 
complete main theme, followed by some other thematic 
unit (such as a transition, subordinate theme, or interior 
theme). When a contrasting middle and recapitulation 
ensue instead, the listener understands in retrospect that 
the initial period functions as the exposition of a small 
ternary. 6 Conversely, if the exposition modulates to a new 
key, the change of key will set up powerful expectations for 
a following B section, because a modulating theme cannot 
function by itself as a main theme, a formal function that 
must always close in the home key. 7 The eight-measure 
sentence and the sentential hybrid (compound basic idea 
+ continuation) are used less frequently as the basis of an 
exposition, 8 and compound themes are even more rarely 
encountered. 9 

Nonconventional forms. The exposition can also be con¬ 
structed in a nonconventional manner, although a sense of 
tight-knit organization (symmetrical grouping structure, 
emphases on tonic harmony, unity of melodic-motivic ma¬ 
terial) is usually expressed nonetheless. A nonconventional 


exposition may contain, for example, multiple thematic 
units, 10 or it may consist of a single phrase, thus resulting in 
an incomplete theme. 11 At other times, the exposition in¬ 
cludes material that only remotely relates to one of the con¬ 
ventional theme-types. 

example 6.1: The constituent elements of this exposition are dif¬ 
ficult to interpret functionally. The opening two-measure idea can 
be viewed as a basic idea, although its supporting harmonies and 
melodic contour (save the final upward turn) are entirely cadential 
in nature. A contrasting idea seems to start in measure 3, only to 
be cut short by a return of the “basic idea” in measures 4-5 . 12 As a 
result, measure 3 can be understood instead as an interpolation, 
whose marked change in texture and lack of harmonic progression 
give it the impression of not entirely belonging to the prevail¬ 
ing functional unfolding. 13 Two functional interpretations have 
emerged thus far in the theme: first, the passage can be understood 
as beginning with an antecedent, whose contrasting idea has been 
interrupted by a return of the basic idea (to mark a consequent); or, 
second, the passage can be regarded as a presentation, whose re¬ 
statement of the basic idea is interrupted by an interpolation. In 
light of what happens in the rest of the theme, the second interpre¬ 
tation of a sentential scheme is perhaps preferable to the first inter¬ 
pretation of a periodic one. 

The material of measure 3 returns at measure 6. But since this 
music is now extended to bring about a modulation to the subordi¬ 
nate key (V), it seems to have a greater functional significance 
than before, when it simply prolonged the tonic harmony front the 
end of the basic idea. Moreover, following as it does on a presenta¬ 
tion of sorts (assuming the second interpretation), the material 
now forms itself into a definite continuation, which ultimately 
ends with a one-measure cadential idea that confirms the new key. 
To summarize, the theme is probably best interpreted in terms of 
the sentential functions, yet it also distributes its material in a de¬ 
cidedly periodic fashion (alternating basic and contrasting ideas). 
Since the theme cannot be classified as one of the regular hybrids, 
it must ultimately be seen as nonconventional in form. 

Despite its lack of conventional organization, this exposition 
embodies some distinctly tight-knit characteristics. Until the point 
of modulation, the home-key tonic is emphasized by means of two 
cadential progressions and further tonic prolongation in measures 
3 and 6. And although the internal grouping structure is obviously 
asymmetrical, the exposition as a whole fills a conventional eight- 
measure mold. Finally, the A section proves to be more tightly knit 
than either of the following B and A' sections, whose decidedly 
loose organization is discussed later. 

Closing section. The exposition of a small ternary occa¬ 
sionally concludes with a postcadential closing section con¬ 
sisting of one or more codettas. /Vs discussed in chapter 1, a 
codetta prolongs the tonic at the end of an authentic ca¬ 
dence, often within the context of a recessive dynamic that 
helps dispel the energy built up in achieving the cadence. 

example 6.2: Following a modulating eight-measure period, the 
exposition ends with a brief closing section, which consists of a one- 
measure codetta that is immediately repeated. The final fortissimo 
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Ds in measure 10 should also be regarded as a codetta, thus bring¬ 
ing about fragmentation in relation to the preceding codettas. Al¬ 
though the flurry of running sixteenth notes in measures 8-9 
might appear to counter a sense of recessive dynamic, their place¬ 
ment immediately following the cadential figure in measure 7 has a 
definite recessive effect nonetheless. It is as though a spring was 
wound up in measure 7 and finally released in the closing section, 
thus dissipating the accumulated energy of the theme. 14 

CONTRASTING MIDDLE 

The contrasting middle of the small ternary is more loosely 
organized than the preceding exposition. This looser orga¬ 
nization is achieved by a variety of means, foremost among 
them being harmonic. Whereas the exposition expresses 
the stability of tonic harmony (the section normally begins 
with tonic and closes with an authentic cadential progres¬ 
sion), the contrasting middle expresses the instability of 
dominant harmony. The B section often starts on the home- 
key dominant and, with few exceptions, concludes with that 
harmony. (In some cases, the section consists entirely of a 
standing on the dominant.) Prominent sequential progres¬ 
sions can reinforce this harmonic instability all the more. 15 

The contrasting middle also achieves a looser organiza¬ 
tion through phrase-structural means. The B section is usu¬ 
ally less symmetrical than the A section and frequently un¬ 
dergoes expansions, compressions, interpolations, and the 
like. Although intrathematic functions associated with tight- 
knit forms are often found in the contrasting middle, they 
do not usually organize themselves into a conventional the¬ 
matic design. Occasionally, the B section contains an eight- 
measure sentence ending with a half cadence, but the pe¬ 
riod form is rarely (if ever) used. 16 

Whereas the B section contrasts with the A section pri¬ 
marily by means of harmony and phrase structure, the ap¬ 
pearance of new melodic-motivic material can create con¬ 
trast as well. The B section may also feature prominent 
changes in dynamics, articulation, texture, and accompani- 
mental figuration. The use of polyphonic devices, especially 
motivic imitation among the voices, often distinguishes the 
contrasting middle from the exposition, which is usually 
more homophonic in texture. 17 

An examination of the classical repertory reveals that the 
contrasting middle never elides with the exposition. That is, 
the final measure of the A section cannot at the same time 
be construed as the first measure of the B section. Rather, 
the contrasting middle always begins in the measure follow¬ 
ing the end of the exposition. Likewise, the B and A' sec¬ 
tions do not normally elide. This lack of elision has both 
historical and theoretical explanations. Historically, the 
classical small ternary derives from various baroque binary 
forms whose two parts were invariably repeated. Such a 
repetition could not take place if the end of the first section 


(analogous to a ternary A section) elided structurally with 
the beginning of the second section (analogous to a B sec¬ 
tion). Theoretically, the sense of a distinctly contrasting 
“middle” would presumably be weakened if that middle 
were to be directly attached to the end of the exposition or 
to the beginning of the recapitulation. 

Unlike the exposition, the contrasting middle never closes 
with an authentic cadence in the home key. Rather, the B sec¬ 
tion most often ends with a simple home-key half cadence. 
The section may occasionally conclude with an authentic ca¬ 
dence in the dominant region. In such cases, the tonic of the 
subordinate key is often converted into the dominant of the 
home key through the addition of a dissonant seventh. At 
times, however, cadential closure may not occur at all. If the 
section consists exclusively of a standing on the dominant, 
then the lack of a cadential progression will exclude the pres¬ 
ence of a formal cadence. Moreover, even though the section 
contains a definite harmonic progression that concludes with 
dominant harmony, we sometimes may be reluctant to speak 
of a genuine cadence at that point, because the dominant 
takes the form of a seventh chord or because the onset of the 
dominant seems not to mark the actual end of the melodic, 
rhythmic, and phrase-structural processes. I thus term such a 
situation a dominant arrival in order to distinguish it from a 
genuine half cadence. 

Standing on the dominant. In the simplest cases, the B 
section is supported exclusively by dominant harmony (ei¬ 
ther literally or prolonged). Typically a new two-measure 
idea is introduced and repeated; fragmentation and liquida¬ 
tion may then ensue. (Since the opening two-measure idea 
essentially expresses dominant harmony, it should not be 
considered a “basic idea,” which, in principle, is initially 
supported by tonic harmony.) The formal function of this 
passage can more technically be termed a standing on the 
dominant , 18 Unlike those cases in which a standing on the 
dominant directly follows a half cadence and thereby ex¬ 
presses a postcadential function (see ex. 1.4, mm. 12-14, 
and ex. 5.1S, mm. 12-16), a standing on the dominant that 
follows on an authentic cadence ending an exposition ex¬ 
presses the general sense of functional initiation—namely, 
initiating the new contrasting middle. I later examine B sec¬ 
tions that contain a true postcadential standing on the dom¬ 
inant (following a half cadence). 

example 6.3: The A section of this small ternary, a nonmodu- 
lating period, was described in connection with example 1.3. 
The B section, shown here, begins with a new two-measure idea 
at the upbeat to measure 9, and then the idea is repeated in the 
following two measures. Since the new idea and its repetition 
are supported by a dominant prolongational progression, the en¬ 
tire contrasting middle can be said to consist of a standing on 
the dominant. 

For the purposes of the formal analysis, measures n-12 are 



example 6.4 Beethoven, Piano Sonata in E-flat, Op. 7, ii, 1-24 


0 E 

presentation continuation standing on the dominant 

b.i. x frag. new idea x 




continuation 



example 6.5 Beethoven, Piano Sonata in G Minor, Op. 49/1, ii, 1-16 



7 6 





SMALL TERNARY 77 


considered an exact repetition of measures 9-10. However, we 
should not overlook the important melodic and harmonic variants 
in the repeated form of the idea. First, the melodic line reaches up 
to a climactic C in the middle of measure 11. Second, a greater 
sense of finality is created when the melody ends on the dominant 
scale-degree, preceded by its own leading-tone and harmonized by 
its own dominant (VIIW). 19 

example 6.4: The standing on the dominant (mm. 9-14) com¬ 
prises three varied statements of a new two-measure idea. 20 The 
dominant prolongation is achieved by neighboring Vi/ V chords, 
which temporarily convert the dominant into a local tonic. (There 
is no modulation, however, since the dominant region is not con¬ 
firmed cadentially.) The addition of the dissonant seventh in 
measure 14 reestablishes the G harmony unambiguously as dom¬ 
inant of the home key, in preparation for the initial tonic of the 
recapitulation. 

A contrasting middle section may begin and end with a 
dominant without necessarily being supported by a prolon¬ 
gation of that harmony. The initial dominant may function 
instead as a subordinate chord within a tonic prolongation. 
In a series of alternating dominant and tonic harmonies, it 
is sometimes difficult to decide which is the primary, pro¬ 
longed harmony and which is the subordinate harmony. 
The particular melodic-rhythmic context alone helps de¬ 
termine the correct harmonic analysis. 

example 6.5: The B section appears at first glance to be a simple 
standing on the dominant. Yet the Vs chords on the downbeats of 
each measure have a strong tendency to resolve to the following 
tonics. Since the dominants are thus subordinate to the tonic, and 
not vice versa, we can conclude that the B section is actually sup¬ 
ported by a tonic prolongation until the very final chord (m. 12). 
We must therefore reject our initial interpretation of a standing on 
the dominant. Nevertheless, dominant harmony receives consider¬ 
able emphasis in the section. Not only are the initial and final har¬ 
monies dominant in function, but also this harmony falls on metri¬ 
cally strong positions in the measures. Melodic stasis on the fifth 
scale-degree further emphasizes the sense of dominant. As noted 
later in this chapter, the section ends with a dominant arrival 
rather than a half cadence. 21 

Model-sequence technique. The contrasting middle of a 
small ternary frequently brings (especially at its beginning) 
prominent sequential repetitions or, to use an alternative 
expression, model-sequence technique. With this procedure, 
an idea (the model) is repeated (as a sequence) on differing 
scale-degrees. The sequential harmonic progression sup¬ 
porting model-sequence technique expresses a definite 
sense of harmonic instability, which is especially appropri¬ 
ate for creating a more loosely organized section. If a short 
sequential passage is followed by a half cadence, then the 
entire B section may resemble a continuation phrase, such 
as might be found in a sentence. 


example 6.2: The melody of the B section immediately suggests 
model-sequence technique, although the organization of the se¬ 
quential repetition is rather subtle. The material might appear to 
group into one-measure units as defined by the bar lines, yet the 
actual model does not begin until the middle of measure 11. The 
sequence then appears a third lower in measures 12-13. Hence, 
the first half of measure n, which brings the opening motive (“x”) 
from the original basic idea, does not actually participate in the se¬ 
quential plan. 

The model would seem to be sequenced again in measures 
13-14, but Haydn breaks the descending third pattern and starts 
the idea a fourth lower instead. Moreover, whereas the harmony 
on the third quarter of measure 13 would have been a VII 6 A 2 (in 
order to maintain the sequence a fourth lower), the bass note has 
been chromatically lowered to El so that it can descend to D 
rather than ascend to Fit (again, according to the sequence). All 
these alterations to the original model ultimately convert it into a 
conventional half-cadence idea, which brings the B section to a 
close. The resulting four-measure unit has all the characteristics of 
a continuation phrase and may be so labeled in the analysis. 22 

Looser sentential form. Because the contrasting middle of 
the small ternary is more loosely organized than the pre¬ 
ceding exposition, conventional theme-types infrequently 
appear in the B section. Indeed, the period and its most 
closely related hybrid (compound basic idea + consequent) 
are never found there. Occasionally, however, the contrast¬ 
ing middle is distinctly sentential in design. In such cases, 
the supporting harmonies are made less stable or the group¬ 
ing structure less symmetrical than in the regular tight-knit 
form. The resulting looser organization is particularly suit¬ 
able for a contrasting middle. 

example 6.6: The B section is built as an eight-measure sentence. 
Note how the underlying harmonies significantly loosen the form. 
First, the presentation prolongs tonic in first inversion (rather than 
in the more stable root position); moreover, the opening harmony 
is a dominant seventh. Second, the continuation phrase features an 
extensive stepwise-descending sequential progression, which con¬ 
tinues to prolong the T of the presentation, leading ultimately to a 
half cadence. Compared with the hybrid theme of the A section, 
with its six-measure tonic pedal and perfect authentic cadence, the 
sentence of the B section has a distinctly looser formal expression. 
(The second phrase of the exposition might be labeled “continua- 
tion=>cadential” if the harmony of measure 5 is already thought to 
represent a pre-dominant—IV with a raised fifth—in the new key, 
in which case an expanded cadential progression could be seen to 
begin at that measure.) 23 

Postcadential standing on the dominant. We have already 
examined cases in which a contrasting middle consists en¬ 
tirely of a standing on the dominant. Frequently, however, 
that phrase function appears toward the end of a B section, 
directly following the half cadence that marks its struc¬ 
tural close. This postcadential standing on the dominant 
builds up powerful expectations for harmonic resolution to 



example 6.6 Haydn, Piano Sonata in E-flat, Elob. XVL49, iii, 1-24 





example 6.7 Mozart, String Quartet in E-flat, K. 4287421b, iv, 1-34 
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the tonic at the beginning of the recapitulation. Often in a 
standing on the dominant, the texture is systematically re¬ 
duced (even to a single voice), and motives from the basic 
idea are gradually reintroduced. Both these techniques help 
prepare for the imminent return of the basic idea. 

example 6.7: The B section begins in measure 17 with 
model-sequence technique built out of imitations of the basic 
idea’s opening motive. (The organization of this model-sequence 
technique is not straightforward: the model itself lasts a measure 
and a half, and the sequence compresses the model by bringing si¬ 
multaneously the motive of the violins with its inverted version in 
the viola and cello.) There follows an expanded cadential progres¬ 
sion leading to a half cadence on the downbeat of measure 24. The 
cadential arrival elides with a three-measure standing on the dom¬ 
inant. The dissolution of texture throughout this postcadential 
passage “clears the air,” so to speak, for the return of fuller four- 
part writing at the beginning of the recapitulation. In addition, 
the first two measures of the standing on the dominant anticipate 
the motive of the contrasting idea (mm. 29-30). Motives from the 
basic idea are not used here (as would often be the case), perhaps 
because they had already appeared prominently in the preceding 
model-sequence passage (mm. 17-19). 24 

Subordinate key, retransition. A contrasting middle can 
emphasize dominant even more by confirming that region 
as a genuine subordinate key through authentic-cadential 
closure. A contrasting middle that modulates to the domi¬ 
nant usually follows on an exposition that has remained in 
the home key. (A nonmodulating A section, however, need 
not result in a modulating B section.) If the A section mod¬ 
ulates to the dominant, then the B section either moves off 
to other related regions or returns quickly to the home 
key. 25 

After an authentic cadence in the dominant key, the 
composer may add a dissonant seventh to the new “tonic” 
in order to convert that harmony into the dominant of the 
home key, thus motivating a resolution to the tonic at the 
start of the recapitulation. 26 The function of this chord can 
be termed retransition because it effects a remodulation to 
the home key. Sometimes the composer writes a more ex¬ 
tended passage, up to a full four-measure phrase or more, 
whose function is more specifically to effect the remodula¬ 
tion. This passage, also termed a retransition, typically con¬ 
tains model-sequence technique leading to a home-key 
dominant, in either the form of a half cadence or a domi¬ 
nant arrival (to be discussed shortly). A reduction in texture 
and an anticipation of motives from the basic idea may also 
occur in a retransition, just as in a postcadential standing on 
the dominant. 

example 6.8: Following a nonmodulating A section, the B section 
opens directly in the dominant region with an eight-measure hy¬ 
brid. Measures 9-12 bring a compound basic idea prolonging I 6 
(of the subordinate key), after which a cadential phrase confirms 


the new key with a perfect authentic cadence in measure 16. (The 
melodic idea in the bass part of measures 11-12 has strong motivic 
connections with the basic idea, yet the different melodic contour 
and harmonic support render this two-measure unit a contrasting 
idea rather than a repetition of the basic idea.) The next four- 
measure phrase has a retransition function. A brief model-sequence 
in measures 17-18 leads to a home-key half cadence at measure 20. 

(The two-part texture of this B section makes it difficult to 
analyze the harmony with certainty. In particular, the identifica¬ 
tion of VI and A 6 in the expanded cadential progression of mea¬ 
sures 13-16 is based on the analogous reading in measures 19-20 
of the retransition, in which the augmented sixth chord is explic¬ 
itly present.) 27 

If the exposition has already modulated to the dominant 
region, the B section usually returns quickly to the home 
key but sometimes modulates to yet another related region 
and confirms it as a key with a cadence (either half or au¬ 
thentic). Here, too, a retransition of some kind—be it a full 
phrase or simply a single chord—brings back the home-key 
dominant for the literal end of the section. 

example 6.1: Because the exposition has already modulated to the 
dominant region, Mozart allows the tonality of the contrasting 
middle to wander even further afield. The section begins in mea¬ 
sure 9 by tonicizing the minor dominant region with a new two- 
measure idea (based on motives from the original basic idea). Two 
measures of fragmentation lead to a half cadence (m. 12), which 
establishes the supertonic as a new key within the theme. An addi¬ 
tional measure and a half of a postcadential standing on the domi¬ 
nant further emphasizes V/II. Finally, this dominant resolves irreg¬ 
ularly to Vs of the home key (as a single retransitional chord) to 
link smoothly to the recapitulation. 28 

Noncadential ending, dominant arrival. As pointed out, 
the entire B section of a small ternary can be supported by a 
single dominant prolongation. In such cases, the section 
does not close with a cadence, because there is no indepen¬ 
dent harmonic progression to mark a cadential arrival. Even 
if a contrasting middle displays greater harmonic activity, it 
can conclude without a cadence if the final dominant is in¬ 
verted or else contains a dissonant seventh, for the domi¬ 
nant would then be too unstable to function as a cadential 
goal. In such cases, the formal articulation created by this 
final harmony can be labeled a dominant arrival, in contrast 
to a genuine half cadence. 29 

example 6.5: Following a tonic prolongation (with dominant em¬ 
phasis, as noted earlier), the move to dominant harmony at the end 
of the section (m. 12) cannot be construed as a half cadence be¬ 
cause the dominant is inverted and contains a dissonant seventh; 
the last Vf therefore marks a dominant arrival. Note that by 
adding a fermata over this final chord of the section, Beethoven 
prompts us to hear this dominant as an “ending” harmony despite 
its noncadential status. 30 



example 6.8 Haydn, Symphony No. 101 in D (“The Clock”), iv, 1-22 



example 6.9 Beethoven, Symphony No. 7 in A, Op. 92, i, 67-96 
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A contrasting middle can also conclude noncadendally if 
its final dominant precedes the moment in time that repre¬ 
sents the end of the prevailing melodic, rhythmic, and 
grouping processes. Because the final harmony appears be¬ 
fore the section’s “structural” end, the expression premature 
dominant arrival seems apt for characterizing the formal ar¬ 
ticulation achieved by this dominant. 

example 6.9: The B section begins with a new two-measure idea, 
which is then extended by an additional measure. The idea is next 
repeated to yield a six-measure presentation supported by a tonic 
prolongation. Measure 81 brings a new two-measure idea, now 
supported by dominant harmony. The reduction in unit size from 
three to two measures represents the first stage in a process of 
fragmentation that extends to the end of the section (m. 88). As a 
result of the fragmentation, this unit, supported entirely by domi¬ 
nant harmony, takes on the character of a continuation phrase, 
thus suggesting an overall sentential design for the B section. 

We cannot speak of a genuine sentence, however, unless we 
can identify a closing cadence. But a quick look reveals that the 
entire B section is supported by a single I-V progression and that 
the V harmony, the “final” dominant, arrives considerably before 
the end of the section. Indeed, the harmony at measure 81 marks 
not an end but, rather, a middle—the onset of the fragmentation 
process. The moment of the real phrase-structural end, the fer- 
mata in measure 88, cannot be considered a half cadence because 
of the lack of genuine harmonic progression into the downbeat of 
that measure. Thus the harmonic goal of the B section is, accord¬ 
ing to the norm, a dominant (m. 81), but its appearance marks a 
premature dominant arrival, and the section ultimately ends with¬ 
out cadential closure. 31 

example 6.10: The contrasting middle opens in measure 10 
with a new two-measure idea, which is then repeated in the fol¬ 
lowing two measures. Despite the unison texture, the idea clearly 
implies V 7 AT. The following two measures see the root of this 
dominant, C, repeated as a dotted-rhythm figure within a poco ri- 
tardando. This gesture suggests that the section is coming to a 
close and sets up strong expectations for a root-position F har¬ 
mony to mark the beginning of something new. From what we 
have heard so far, we might believe that the entire section has 
been constructed as a standing on the dominant, not of the home 
key but of the submediant. 32 

But in measures 16-17 Beethoven surprises the listener (and at 
the same time concedes that he has indeed brought the “wrong” 
dominant) by resuming the original tempo and shifting the dotted- 
rhythm figure up to Dl>, the seventh of the home-key dominant, 
which is arpeggiated in measures 18-19. That the fermata over the 
dominant El marks the literal end of the B section is confirmed in 
the following measure when the basic idea from the A section re¬ 
turns to mark the beginning of the recapitulation. 33 

Although the B section conforms to the norm by closing with 
the dominant of the home key, this final harmony is not associated 
with any cadence. The Et fermata in measure 19 cannot be a half 
cadence because no harmonic progression leads into the downbeat 
of this measure. Just where the dominant harmony actually arrives 
is not immediately evident on first hearing, although in retrospect 
we can identify the repeated Dts in measure 16 as the onset of that 


harmony. Yet this measure possesses no cadential quality since it 
does not represent a phrase-structural end. Inasmuch as the har¬ 
monic goal of the B section fails to coincide with its melodic and 
phrase-structural goal, we can speak of a premature dominant ar¬ 
rival at measure 16 and recognize that the contrasting middle con¬ 
cludes without a cadence. 


RECAPITULATION 

The recapitulation of the small ternary brings back the fun¬ 
damental melodic-motivic material of the exposition and 
reconfirms the home key with a perfect authentic cadence. 
Sometimes the A' section restates the A section exactly. 
More often than not, however, the structure of the earlier 
section is significantly altered, usually by eliminating func¬ 
tionally redundant material or by further developing mo¬ 
tives from the preceding sections. At the very least, the re¬ 
capitulation must begin with the basic idea from the A 
section in the home key and end with a perfect authentic 
cadence confirming that key. Like the exposition, the final 
cadence can be followed by a closing section that further 
prolongs the final tonic. When the exposition modulates to 
a subordinate key, the recapitulation must be tonally ad¬ 
justed to remain entirely in the home key. 

Although the dominant harmony at the end of the con¬ 
trasting middle clearly resolves to the tonic harmony at the 
beginning of the recapitulation, this harmonic resolution 
must not be construed as marking an authentic cadence. 
The resolving tonic represents exclusively the harmonic 
initiation of the A' section, not the harmonic goal of the B 
section (this latter function being fulfilled by a half cadence 
or dominant arrival). 

Recapitulation = exposition. Many recapitulations are an 
exact restatement of the exposition. In such cases, the A' 
section brings back the melodic-motivic material of the A 
section in the same harmonic, tonal, and phrase-structural 
scheme. Even with an exact restatement, however, the 
music is often not identical, for the recapitulation may fea¬ 
ture changes in accompanimental figuration, texture, and 
instrumentation, as well as introduce embellishments of 
harmony and melody. 

examples 6.8 and 6.10: The recapitulations are the same as the 
expositions except for added lead-ins to provide greater rhythmic 
continuity into the A' sections. (To save space, the music of these 
sections has not been reproduced.) In example 6.10, the lead-in is 
particularly effective in reviving the rhythmic momentum brought 
to a halt by the fermata at the end of the B section. 

example 6.9: The recapitulation is sounded by the full orchestra, 
compared with the thinner instrumentation of the exposition sec¬ 
tion (woodwind sonorities punctuated by string accompanimental 
patterns). As so often is the case, the change in orchestration serves 



example 6.10 Beethoven, Piano Sonata in E-flat, Op. 31/3, ii, 1-20 
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a particular aesthetic aim. Here, the recapitulation achieves the cli¬ 
max of an instrumentational and dynamic crescendo that grows 
from the very opening measures of the theme. (Indeed, the ternary 
itself is preceded by a thematic introduction [mm. 63-66; not 
shown] featuring a systematic increase of instruments, chord ele¬ 
ments, and intensity level.) 

Tonal adjustment. If the exposition of the small ternary 
modulates to a subordinate key, then the recapitulation 
must be adjusted to end in the home key, thus establishing 
tonal unity for the entire theme. 

example 6.6: The recapitulation is adjusted by turning toward 
the subdominant of the home key (mm. 21-22) at the point in the 
exposition where the tonic moves to a pre-dominant harmony of 
the subordinate key (mm. 5-6). Except for the tonal adjustment, 
the A' section is closely modeled on the A section. 34 

Change in formal junction. In the examples treated thus 
far, the melodic material of the exposition is recapitulated in 
the context of the same formal functions. Often, however, 
the composer changes the recapitulation in such a way as to 
introduce a different set of functions. In the following ex¬ 
amples, the new functional arrangements do not affect the 
size of the A' section relative to the A section. Frequently, 
however, the alteration of functions results in a compressed 
or expanded recapitulation, as explained in separate sections 
later. 

example 6 . 11: The recapitulation transfers the original basic idea 
to the bass voice. But instead of being followed by a contrasting 
idea to create an antecedent, as in the A section, the basic idea is 
repeated to make a four-measure presentation. Another version of 
the basic idea finally appears in the upper voice, and the theme 
closes with a two-measure cadential idea. 

Since the second phrase begins with a variant of the basic idea 
(mm. 17-18), we might be tempted to label this phrase a conse¬ 
quent (as in the exposition). Yet the preceding phrase is clearly pre¬ 
sentational, which implies instead a subsequent continuation. And 
so Haydn fulfills our expectations by significantly increasing the 
rate of harmonic activity in measures 17-18. Thus despite the lack 
of structural fragmentation and the presence of a third statement 
of the basic idea, the second phrase is perhaps better understood as 
a continuation rather than a consequent, so that the recapitulation 
acquires a sentential form. With this example, we see that the same 
basic idea can serve as the opening gesture for both a period and a 
sentence. 

example 6.2: The recapitulation begins in measure 15 with the 
basic idea from the exposition. Immediately thereafter, the con¬ 
trasting idea begins to sound, although it now receives a different 
harmonic support from that of the exposition. Rather than end¬ 
ing this idea with a weak cadence to make an antecedent phrase, 
Haydn instead initiates fragmentation by repeating sequentially 
the first motive of the contrasting idea (upbeat to m. 18). He then 
suddenly stops the rhythmic motion with one of his famous mid¬ 
phrase pauses, leaving the listener with a heightened sense of ex¬ 


pectation for further continuation and ultimate cadence. Indeed, 
fragmentation continues in the following measures as the com¬ 
poser develops the characteristic dotted-rhythm motive (“x”) from 
the very opening of the theme. Measure 20 brings a pre-dominant 
IV 6 , which initiates the first of two cadential progressions, one re¬ 
solving deceptively on the second quarter of measure 21, the sec¬ 
ond effecting a perfect authentic cadence in the next measure. (It is 
also easy to hear a single cadential progression here, in which the 
motion to VI and II 6 in measure 21 can be understood as a double¬ 
neighbor embellishment of V) 

The six measures following the single statement of the basic 
idea have all the characteristics of a developmental continuation 
phrase. Here, the continuation is extended beyond its normative 
four measures in order to create a recapitulation whose eight- 
measure length matches that of the exposition. Haydn reinforces 
the correspondence between the A and A’ sections by bringing 
back the closing section from the exposition, transposed into the 
home key, of course. 35 

Compressed recapitulation. The recapitulation of a small 
ternary is frequently compressed in relation to the exposi¬ 
tion. The shorter length is usually achieved by eliminating 
material that is functionally redundant in the A' section (al¬ 
though essential to the structure of the A section). A com¬ 
pressed recapitulation can also bring about a change in for¬ 
mal functions in relation to the exposition. 

If the exposition is built as an eight-measure period, then 
a compressed recapitulation typically eliminates both the 
interior half cadence and the second statement of the basic 
idea. Since the A' section itself is directly preceded by an 
important dominant harmony at the end of the B section, 
the additional dominant emphasis created by a half cadence 
in the A' section is generally dispensable. A second appear¬ 
ance of the basic idea can also be omitted because this idea 
has by now been sufficiently established in the listener’s 
memory not to require any further restatement. As a result 
of these deletions, the recapitulation is reduced to a single 
four-measure consequent phrase. This phrase is sometimes 
identical to the second half of the original period, but at 
other times, the phrase resembles more the linking together 
of the basic idea from measures 1-2 with the contrasting 
idea from measures 7-8. It is even possible for the new 
consequent to bring a contrasting idea unrelated to any 
from the exposition (see ex. 1.4, mm. 17-18). 

example 6.5: The recapitulation is made up of the consequent 
phrase from the exposition transposed one octave higher. 36 

example 6.3: The A' section is a single consequent phrase based 
on, but not identical to, material of the A section (see ex. 1.3). The 
basic idea, which had been supported by a firm tonic pedal in the 
exposition, now receives harmonic intensification through a brief 
descending fifth sequential progression. The contrasting idea, 
whose version resembles that of measures 7-8 of the exposition, is 
given a more active harmonic setting to match that of the basic 
idea. The resulting consequent phrase is not directly related to ei- 
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ther one of the constituent phrases of the exposition. In his use of 
dynamic markings, however, Mozart suggests that the piano basic 
idea refers to the original antecedent phrase (mm. 1-4) and that 
the forte contrasting idea refers to the original consequent (mm. 
5-8). In this way, the four-measure recapitulation embodies ele¬ 
ments of the entire eight-measure exposition. 37 

example 6.7: The exposition section contains two complete 
themes, each possessing a different structure. The first theme 
(mm. 1-8) is a nonmodulating hybrid (compound basic idea + 
consequent), and the second theme (mm. 9-16) is a period, 
which modulates to the subordinate key (V). For the recapitula¬ 
tion, Mozart eliminates redundant material by combining the 
compound basic idea from the first theme with the consequent 
phrase from the second theme, now adjusted to remain in the 
home key. In the new context of the recapitulation, however, this 
second phrase no longer has a consequent function. First, the 
phrase does not restate the basic idea of the section (mm. 27-28), 
and second, the harmonic and surface-rhythm activity of the 
phrase is significantly increased in relation to the preceding com¬ 
pound basic idea. For these reasons, material that once func¬ 
tioned as a consequent in the A section now functions as a con¬ 
tinuation in the A' section. 

Expanded recapitulation. Since a contrasting middle is 
functionally analogous to a development section of sonata 
form, one might believe that the “development” of melodic ~ 
motivic material in a small ternary is most appropriately 
confined to its B section. Some of the examples already dis¬ 
cussed reveal, however, that the A' section can also signifi¬ 
cantly develop earlier ideas (see exs. 6.2 and 6.11). Melodic- 
motivic development of this kind usually takes place in a 
new continuation added to the recapitulation and often 
generates an expansion relative to the exposition. The A' 
section can also be lengthened by interpolations, expanded 
cadential progressions, and evaded cadences. Even further 
expansion may result from adding a closing section not 
found in the exposition. 

example 6.1: The first five measures of the recapitulation follow 
the same path as the exposition. At the upbeat to measure 20, the 
tonic begins to be prolonged (as in the A section), but quickly 
changes into a secondary dominant of IV, thus effecting the tonal 
adjustment. With the upbeat to measure 22, Mozart fragments the 
unit size by developing the sixteenth-note anacrusis motive within 
the harmonic context of a cadential progression. A definite contin¬ 
uation function is thereby created, one that now fully realizes the 
incipient continuation of the exposition. (It is difficult to locate ex¬ 
actly the onset of the cadential progression. Although it could be 
understood to begin at the upbeat to measure 20, it is perhaps 
more convincingly located two measures later, analogous to the ca¬ 
dential idea of the exposition.) 

The perfect authentic cadence finally arrives in measure 24, 
after which Mozart expands the recapitulation even further by 
adding a new closing section. The codettas are derived from the 
cadential idea of the A section (m. 8), which had to be abandoned 
in the recapitulation because of the motivic development. Mozart 


thus uses the codettas to “recapitulate” an idea that otherwise 
would not find a place in the internal structure of the A' section. 

example 6.4: The recapitulation begins in measure 15 with a re¬ 
turn of the basic idea from the opening of the movement. Rather 
than repeating the idea, as in the exposition, Beethoven immedi¬ 
ately introduces a new continuation phrase. He can eliminate a 
second statement of the basic idea (with its resulting melodic - 
motivic redundancy) and still preserve a strong sense of tonic pro¬ 
longation because a complete I-V-I motion is accomplished in 
the basic idea, rather than in the complete four-measure presenta¬ 
tion, as is so often the case. 38 

The continuation phrase of the recapitulation is entirely differ¬ 
ent from that of the exposition. Rather than developing the step¬ 
wise motive from the basic idea, the new continuation develops the 
leaping dotted-rhythm motive by means of fragmentation into one- 
beat units in an ascending-stepwise sequential progression. 39 Mea¬ 
sure 19 brings the cadential progression, which leads to a deceptive 
cadence when the dominant resolves to the mysterious VII2/II. 

A second continuation then begins in measure 20, which, like 
the exposition, develops the first motive of the basic idea, but now 
with massive fortissimo chords in a highly dramatic outburst. The 
sudden pianissimo at the upbeat to measure 23 signals a return to 
the cadential idea of measure 19, and the following perfect authen¬ 
tic cadence brings closure to the theme as a whole. In this example, 
we see how the composer draws entirely new consequences from 
the melodic-motivic material of the basic idea and thus creates a 
recapitulation whose structure and character differ markedly from 
that of the exposition. 40 


TIGHT-KNIT VERSUS 
LOOSE ORGANIZATION 

Using some of the examples in this chapter, it is now possi¬ 
ble to describe in greater detail the relative degree of tight- 
knit and loose organization represented by the various sec¬ 
tions of the small ternary form. First, however, let me 
summarize the criteria developed thus far for classifying 
formal units (of any size or function) in the tight-knit/loose 
continuum. 

1. Tonality. From the point of view of tonality, a unit is 
most tightly knit if it begins and ends in the home 
key. It is less tightly knit if it opens and closes in a 
subordinate key. An even looser expression is achieved 
if a unit modulates. 

2. Cadence. The notion of “cadential weight” correlates 
directly with the distinction between tight knit and 
loose. Closing a unit with a perfect authentic cadence 
contributes to an overall tight-knit expression; an im¬ 
perfect authentic cadence makes for a less tightly knit 
unit; and a half cadence is responsible for a looser or¬ 
ganization. The lack of cadential closure, due to a pre¬ 
mature dominant arrival, for example, results in a sig¬ 
nificantly looser form. 
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3. Harmony. The extent to which the underlying har¬ 
mony of a given unit is functionally stable or unstable 
affects its tight-knit or loose organization. Authentic 
cadential progressions and tonic prolongational pro¬ 
gressions have the most tightly knit harmonic expres¬ 
sion, whereas dominant prolongations create a looser 
expression. Sequential progressions also are loose, es¬ 
pecially to the extent that the individual links in the 
sequential chain of chords are harmonically nonfunc¬ 
tional. The more a progression is chromatically al¬ 
tered, the more tonally destabilizing it will be, and 
hence the looser it will become. 

4. Grouping structure. Symmetrical grouping structures 
are relatively tight knit in formal organization. Con¬ 
versely, the more asymmetrical the grouping is, the 
looser the form will be. Symmetries based exclusively 
on exponentials of two (e.g., 2 + 2, 4 + 4, 8 + 8, 
16 + 16) are more tightly knit than those based on 
three, five, and combinations of these with two (e.g., 
3 + 3> 5 + 5> 6 + 6 )- 

5. Functional efficiency. Formal units that express their 
component functionality in an efficient manner are 
more tighdy knit than are those whose functions ob¬ 
tain a degree of redundancy through repetitions, ex¬ 
tensions, expansions, and interpolations. An ambigu¬ 
ity of formal function, of course, also gives rise to a 
looser organization. 

6 . Motivic uniformity. The presence of uniform melodic- 
motivic and accompanimental material contributes to 
a unit’s tight-knit organization. A unit filled with di¬ 
verse motives and frequently changing accompani¬ 
mental patterns acquires a looser expression. 

7. Formal conventionality. Conventional formal types (pe¬ 
riod, sentence, hybrid) are more tightly knit than non- 
conventional designs. Among the conventional types, 
the period is the most tightly knit; the sentence is the 
least tightly knit; and hybrids are more or less tightly 
knit to the extent that they resemble the period or 
sentence. 

These criteria can obviously interact with one another in 
a wide variety of ways. At times, they may work together to 
create an unequivocally tight knit or loose expression. At 
other times, they may conflict with one another so that 
some factors contribute to a tight-knit organization while 
others make for a looser one. The latter situation renders 
comparison particularly difficult, and at times, it may not be 
possible to determine, say, which of two units is looser than 
the other, because different criteria are responsible for the 
formal loosening. 

In light of these considerations, comparing the three 
sections of the small ternary as tight knit or loose often 
proves challenging. Some generalizations can be offered 
nonetheless: 


1. Exposition versus contrasting middle. In virtually all 
small ternaries, the exposition is relatively tight 
knit, and the contrasting middle distinctly looser in 
expression. 

2. Exposition versus recapitulation. If the outer sections of 
the small ternary are constructed identically, they will 
possess the same degree of tight-knit expression. 41 If 
the two sections differ in form, however, the recapitu¬ 
lation is usually organized more loosely than the ex¬ 
position. The techniques used to compress or expand 
a recapitulation are generally associated with formal 
loosening, and if the recapitulation receives a differ¬ 
ent set of formal functions, the new functional ar¬ 
rangement most often is looser. 

There is one principal exception to the rule that an 
altered recapitulation is looser than its corresponding 
exposition. If the A section is modulatory and the A' 
section is identical in organization except for being 
tonally adjusted to remain in the home key, the latter 
section will appear to be more tightly knit than the 
former section (according to the criterion of tonality). 

3. Contrasting middle versus recapitulation. If it is modeled 
closely on the exposition, a recapitulation usually re¬ 
tains its tight-knit expression relative to the immedi¬ 
ately preceding contrasting middle. If, however, the 
recapitulation is manifestly looser than the exposi¬ 
tion, then both the contrasting middle and the reca¬ 
pitulation will appear loosely organized. In some cases 
it is possible to say with some degree of certainty that 
one section is looser than the other. In many cases, 
however, the comparison proves problematic, and we 
profit more by analyzing the specific loosening tech¬ 
niques associated with each section rather than by 
trying to decide which is looser. 

Let us now apply these criteria to some of the examples 
discussed in this chapter and attempt to characterize their 
component sections as relatively tight knit or loose. 

example 6.3: The exposition (see again ex. 1.3) contains a fully 
symmetrical period, one that begins and ends in the home key and 
thus expresses a very tightly knit organization. The contrasting 
middle is distinctly looser: the section is supported exclusively by 
a dominant prolongation; its thematic design is nonconventional 
(it is not a period, a sentence, or a hybrid); and it closes without a 
cadence. 

The recapitulation is more difficult to classify. On the one 
hand, it lies entirely in the home key and efficiently expresses its 
functional requirements (i.e., a restatement of the basic idea and 
the confirmation of that key by an authentic cadence). For tins rea¬ 
son, the recapitulation represents a relatively tight knit structure, 
especially in relation to the contrasting middle. But, on the other 
hand, compared with the exposition, the recapitulation is some¬ 
what looser in expression because it does not contain a conven¬ 
tional thematic design (its consequent phrase being only one-half a 
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period) and because of the slight chromatic inflection and loss of 
tonic pedal supporting the basic idea. The A' section thus stands 
between the two extremes of tight knit and loose as defined by the 
A and B sections, respectively. 

example 6.1: The contrasting middle is obviously the most 
loosely organized section of the ternary. Comparing the outer sec¬ 
tions with each other is more difficult, however, for both feature 
significant loosening techniques—nonconventional thematic or¬ 
ganization, asymmetrical grouping structure, and ambiguous func¬ 
tional expression. As regards tonal organization, the modulatory 
exposition is looser than the nonmodulating recapitulation. But 
the grouping structure of the eight-measure exposition would 
seem to be somewhat more balanced, and thus tight knit, in rela¬ 
tion to the more expansive recapitulation (including its closing sec¬ 
tion). Thus, different factors are responsible for rendering the A 
and A' sections somewhat loose, and it is not clear that we can 
judge which section is looser. In any case, both sections are signifi¬ 
cantly more tightly knit than the contrasting middle, and thus the 
fundamental norms of small ternary organization are preserved. 

example 6.6: We have already examined the looser sentential 
form of the contrasting middle. The exposition and recapitulation 


have the same basic formal structure—a tight-knit hybrid. But 
owing to its modulatory tonal organization, the A section is ren¬ 
dered somewhat looser compared with the A' section, which re¬ 
mains in the home key throughout. Here, then, is one instance in 
which the recapitulation is distinctly more tightly knit than the 
exposition. 

example 6.4: The exposition is unquestionably the most tightly 
knit section of this ternary form. The recapitulation—with its 
phrase-structural asymmetry, prominent sequences, extensive chro¬ 
matic enrichment, and cadential deception—is markedly looser in 
formal expression. It is more difficult to compare this loose reca¬ 
pitulation with its preceding contrasting middle, which also has a 
loose expression because of an emphasis on dominant harmony, a 
lack of cadential closure, and a nonconventional thematic design. 
But compared with the A' section, the B section is relatively 
more unified in its melodic-motivic material, has a greater sym¬ 
metry of phrase structure (3 x 2), and is decidedly less chromatic. 
Thus the contrasting middle is not obviously looser than the re¬ 
capitulation, as is usually the case. In fact, the former section may 
well be interpreted as somewhat more tightly knit than the latter 
section. 



Small Binary 


Traditional theories of form posit a variety of binary struc¬ 
tures. Little consensus has been achieved, however, on the 
fundamental attributes that permit a theme to be classified 
among these various binary types or even for it to be dis¬ 
tinguished from ternary forms. 1 As pointed out in the previ¬ 
ous chapter, one type of traditional binary, the “rounded” 
binary, is better understood as a version of the small 
ternary. Not all binaries, however, should be assimilated to 
ternary forms. There exists a specific main theme-type that 
is appropriately termed small binary because its functional 
characteristics are sufficiently distinct to permit it to be de¬ 
fined independent of the small ternary form. 2 

As its name makes clear, the small binary consists of two 
parts. Each is normatively eight measures long and is usu¬ 
ally repeated, by means of either repetition signs or a writ¬ 
ten-out version that introduces ornamental variations. In its 
external shape, the small binary resembles the rounded bi¬ 
nary version of the small ternary form. However, dte small 
binary distinguishes itself from the rounded binary primar¬ 
ily through its lack of genuine recapitulation—the second 
part does not bring back the opening basic idea in the 
home-key tonic. 

In addition, the two forms generally differ on melodic- 
motivic grounds. The second part of the small binary usu¬ 
ally begins with material that directly relates to the begin¬ 
ning of the first part. Such a motivic connection helps 
project the sense of bipartite structure as well as dampen 
expectations for a subsequent recapitulation of the basic 
idea. The rounded binary, on the contrary, usually begins 
its contrasting middle with material that differs from the 
opening idea of the theme. 

Finally, the two forms can sometimes be distinguished 
on how their first parts conclude. Whereas the A section of 
the rounded binary is a relatively self-contained unit closing 
with a perfect authentic cadence, 3 the first part of the small 
binary frequently ends with a half cadence and thus can re¬ 
main structurally incomplete. 

The small binary tends to be used in movements that 
feature multiple recurrences of a theme, such as a rondo or 
a theme and variations. By using this formal type, the com¬ 
poser can minimize an overexposure of the basic idea, since 


it will not be recapitulated in the course of the theme itself. 
The small binary is especially suitable for variation forms, 
in which the return of the basic idea can be reserved to 
mark the beginning of each variation. 4 

Unlike the small ternary, whose three sections have 
unique and well-defined formal functions, the two parts of 
the small binary have less distinct overall functional mean¬ 
ings. Since it is difficult to propose specific terminology for 
the constituent parts of the form, they are identified instead 
by the relatively neutral terms first part and second part. 5 In 
each part, however, it is often possible to identify specific 
functional components conventionally associated with the 
sentence, period, or small ternary. 

More than any other theme-type, the small binary em¬ 
phasizes a sense of structural symmetry by regularly appear¬ 
ing in its normative length of sixteen real measures (8 + 8). 
Thus the standard phrase alterations of extension, compres¬ 
sion, and the like are infrequently found in the form. 6 

FIRST PART 

The first part of a small binary is usually constructed as an 
eight-measure theme of conventional organization (sen¬ 
tence, period, or hybrid). This theme may remain in the 
home key or modulate to a subordinate key, and it may 
close with any of the three cadential types—half, perfect 
authentic, or (rarely) imperfect authentic. When ending 
with a perfect authentic cadence (in any key), the first part 
of a small binary cannot be distinguished from the exposi¬ 
tion of a small ternary. Only when the next part closes with¬ 
out recapitulating the initial basic idea can we be sure of the 
small-binary interpretation. 7 

If the first part of a small binary closes with a half ca¬ 
dence, then a potential small ternary is not implied, since the 
exposition of that form rarely ends with weak cadential clo¬ 
sure. 8 When the first part begins to be repeated, the listener 
might believe that the consequent: of a sixteen-measure pe¬ 
riod is in the making. But when the part again ends with the 
same half cadence, the period interpretation fails, and a 
small binary form is strongly suggested instead. Among the 
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conventional theme-types, only the sentence and the senten¬ 
tial hybrid (compound basic idea + continuation) tend to 
end with a half cadence. The period and the periodic hy¬ 
brids normally conclude with an authentic cadence. 9 The 
first part of a small binary can nevertheless express a sense of 
periodic organization yet still end with a half cadence. In 
this case, the resultant form is nonconventional. 

example 7.1: This small binary begins with a regular antecedent 
phrase. The second phrase restates the basic idea in the manner of 
a consequent and quickly modulates to tire submediant region. But 
rather than closing with an authentic cadence, as would be ex¬ 
pected, the phrase ends instead with another half cadence, thus 
denying the implied period form. Although we might be tempted 
to label this phrase an antecedent because of its weak cadential clo¬ 
sure, we must recall that a true antecedent is nonmodulatory. The 
second phrase is thus better seen as a failed consequent. 

example 7.2: This small binary opens with a compound basic 
idea. The following phrase begins with a variant of the opening 
basic idea, thus implying a consequent phrase to make hybrid type 
4. But a half-cadential closure in measure 8 disallows this interpre¬ 
tation, and the theme acquires a nonconventional form, albeit one 
with prominent periodic qualities. 

The melodic close of the two phrases suggests a kind of “re¬ 
versed” or “inverted” period—a consequent followed by an an¬ 
tecedent. This functional implication is offset, however, by the 
melodic beginning of the phrases, in which the second phrase opens 
up the melodic space farther than the first phrase. From this per¬ 
spective, the two phrases are appropriately placed in relation to 
each other. 

SECOND PART 

The second part of the small binary begins, in the majority 
of cases, with a four-measure unit identical in organization 
to a contrasting middle (B section) of the small ternary. 10 
The material that follows the B section can express a variety 
of functions (though not a recapitulation): some are entirely 
conventional, such as continuation, cadential, or conse¬ 
quent, whereas others cannot be described with simple la¬ 
bels. Less frequently, the second part of a small binary con¬ 
tains no contrasting middle and is constructed instead as a 
single themelike unit, often having sentential or periodic 
characteristics. No matter how the second part is con¬ 
structed, it always concludes with a perfect authentic ca¬ 
dence in the home key. 

The melodic material opening the second part usually 
derives from the basic idea of the first part. The reasons for 
this motivic connection are twofold. First, the overall bipar¬ 
tite design of the form is projected in a more cogent way, 
and second, there is less motivation for a recapitulation of 
the basic idea, which would transform the binary into a 
ternary. The second part of some binaries, however, begins 
with contrasting material. 11 Thus a motivic correspondence 


between the first and second parts is not required of the 
form. 

Presence of a Contrasting Middle 

Contrasting middle + continuation. The second part of a 
small binary often consists of a four-measure contrasting 
middle followed by a four-measure unit displaying continu- 
ational traits. This continuation phrase may refer back to a 
similar continuation from the first part, or it may be con¬ 
structed out of entirely different material. 

example 7.3: Following the modulation, the second part returns 
to the home key with a two-measure idea, one relating to the basic 
idea but emphasizing dominant harmony instead. A subsequent 
contrasting idea leads to a half cadence. These four measures are 
typical of a contrasting middle, and if a recapitulation were to ap¬ 
pear next, an overall rounded binary would be realized. Instead, 
the subsequent four-measure phrase is a version of the continua¬ 
tion from the first part but now is tonally adjusted to remain in the 
home key. 12 

If Haydn had wanted to compose a small ternary in con¬ 
nection with the preceding example, he would not have 
found it easy to retain its symmetrical 8 + 8 grouping struc¬ 
ture. When an exposition section is built as a sentence (or 
sentential hybrid), it is difficult to construct a four-measure 
recapitulation that includes the essential materials of the 
original sentence. Unlike the period, in which composers 
can choose to recapitulate the four-measure antecedent or 
consequent (or some combination of the two), the eight- 
measure sentence cannot be compressed so easily into four 
measures. 13 When the exposition of a small ternaxy takes 
the form of a sentence, the A' section usually brings back 
the A section unchanged (see ex. 6.6, a sentential hybrid), or 
else the basic idea appears only once, followed by a full con¬ 
tinuation of some kind (see ex. 6.4). In either case, the reca¬ 
pitulation usually exceeds four measures, thus stretching the 
small ternary beyond sixteen measures. Should composers 
wish to write a symmetrical 8 + 8 theme beginning with an 
eight-measure sentence, they will most likely choose the 
small binary form, as in example 7.3. 

Contrasting middle + cadential. The phrase following 
the contrasting middle may be built over an expanded ca¬ 
dential progression. 

example 7.4: The second part of this binary begins with a con¬ 
trasting middle consisting enthely of a standing on the dominant. 
The following phrase (mm. 78-81) brings back matei-ial that re¬ 
sembles the basic idea, but with its new harmonic support, the 
phrase acquires a cadential rather than a recapitulation function. 

The grouping structure of this second part resembles a sen¬ 
tence (2X2) + 4. But the first four-measure phrase is not a real 
presentation, for it is supported by a dominant prolongation (as 
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befits a B section), and thus a true sentence does not emerge. 
Nonetheless, since both parts have a similar grouping structure 
and since the first ends with a weaker cadence than the second 
does, the idea of an overall sixteen-measure period is suggested. 
But this interpretation, too, cannot be sustained, because the sec¬ 
ond part does not open with a return of the basic idea and thus 
cannot be considered a consequent. 14 

example 7.5: The first part of this binary can be viewed has hy¬ 
brid type 2 (antecedent + cadential), although this analysis is not 
entirely straightforward. The cadential character of measures 5-8 
is weakly expressed because the appearance of I 6 , which usually sig¬ 
nals the onset of cadential function, is delayed until measure 6, be¬ 
cause of the embellishing VII3 in the preceding measure. 

The second part features an elaborate contrasting middle, 
which modulates to the III region as confirmed by the perfect au¬ 
thentic cadence in measure 16. The first phrase of the B section is 
antecedent-like but, because of its modulating structure, is better 
understood as a transition leading to the dominant of the relative 
major. The following continuation =*cadentia! phrase (mm. 13-16) 
reinforces F major and fully confirms it as a genuine subordinate 
key through authentic cadential closure. Measures 17-20 function 
as a retransition, which brings the music back to the dominant of 
the home key, thus marking the end of the contrasting middle. 
Had the following phrase brought a return of the initial basic idea, 
a small ternary would have resulted. Instead, Mozart introduces 
entirely new material built over an expanded cadential progression 
to conclude the second part of the small binary. 

It is interesting to observe how Mozart increasingly intensifies 
the cadential quality of the phrases following the various half ca¬ 
dences in this theme (mm. 4, 12, 20). The relatively weak cadential 
expression of measures 5-8 (due to the delayed cadential I 6 ) has al¬ 
ready been discussed. In the continuation=*cadential phrase (mm, 
13-16), the bass line projects a standard authentic cadence for¬ 
mula, but the harmony in measure 13 is a diminished seventh 
chord, which substitutes for a more regular pre-dominant built 
over the fourth scale-degree. 15 Moreover, continuation function 
vies for expression in this phrase through the fragmentation into 
one-measure units. It is not until measures 21-24 that Mozart 
brings a decisive and exclusively cadential phrase, one that empha¬ 
sizes the Neapolitan as pre-dominant. 

Another noteworthy feature of this example is the relatively 
symmetrical grouping structure arising from the regular alterna¬ 
tion of half and authentic cadences at the end of each four-measure 
phrase. The resulting 3x8 structure is noncongruent with the 
grouping structure arising from the form-functional analysis: 8 (A) 
+ 12 (B) + 4 (cad.). 

Contrasting middle + consequent. The final phrase of a 
small binary can sometimes be built out of a new two- 
measure idea followed by a contrasting idea that leads to a 
perfect authentic cadence. If this two-measure idea were 
identical to the basic idea opening the first part (instead of 
being new), the phrase would function as a consequent, and 
an overall small ternary form would result (such as with exs. 
6.3 and 6.5). But when this final phrase brings a different 
two-measure idea, there is no sense of recapitulation, and 
the theme acquires a small binary form. What, then, is the 


function of the final phrase? Although there is no corre¬ 
sponding antecedent from the first part, the phrase can still 
be labeled a consequent, since its internal characteristics are 
identical to that formal function. 

example 7.2: The second part of this binary begins in measure 17 
with a four-measure contrasting middle featuring a standing on the 
dominant. The following phrase (mm. 21-24) brings a two- 
measure idea followed by a contrasting idea, which itself closes 
with a perfect authentic cadence. The phrase has no continuational 
characteristics, and unlike a cadential phrase, its supporting har¬ 
monies do not make up an expanded cadential progression. In¬ 
stead, the phrase is best described as a consequent, even though it 
has no immediately preceding antecedent. Nonetheless, the two- 
measure idea beginning this consequent is clearly derived from the 
opening measures of the standing on the dominant, and thus 
within the second part, a period-like relation obtains between the 
B section and the following consequent. (In addition, this conse¬ 
quent completes the melodic descent to the tonic scale-degree left 
incomplete at the end of the second phrase of part i.) 16 

Contrasting middle + further dominant prolongation. 
Another common procedure for constructing the second 
part is to prolong the goal dominant of the B section well 
into the subsequent phrase. Frequently, the dominant re¬ 
solves deceptively to VI, after which a perfect authentic ca¬ 
dence closes the theme. In such cases, the resulting phrase 
cannot be easily described using any of the labels for the 
conventional formal functions. 

example 7.6: The opening phrase of the second part makes up a 
normal contrasting middle, closing with a half cadence in the 
home key. The following phrase, unlike most of those examined up 
to now, does not begin with the tonic to resolve the dominant end¬ 
ing the previous B section. Instead, the dominant continues to be 
prolonged, only to resolve deceptively on the last beat of measure 
14. The last two measures bring the concluding perfect authentic 
cadence. Inasmuch as the final phrase features a new idea (mm. 
13-14) followed by a cadential idea, we might be tempted to con¬ 
sider it a consequent phrase. But the lack of tonic support for the 
new idea at the beginn ing of the phrase weakens the sense of con¬ 
sequent function. 17 

Absence of a Contrasting Middle 

The second part of a small binary is sometimes built with¬ 
out a clearly discernible contrasting middle. Instead, the 
second part may be organized along the lines of a conven¬ 
tional theme-type (most often a sentence, rarely a period). 18 
At other times, a distinctly looser structure may result, one 
that brings continuation or cadential functions exclusively. 
Even though the second part may not contain a complete 
contrasting middle (with its ending on the home-key domi¬ 
nant), the beginning of die part may strongly suggest that 
function, such as emphasizing dominant harmony or imme¬ 
diately bringing model-sequence technique. 



example 7.6 Haydn, Piano Sonata in E, Elob. XVL22, iii, 1-16 
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example 7.8 Beethoven, Violin Sonata in A, Op. 12/2, ii, 1-32 
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example 7.7: The second part of this binary begins in measure 17 
with material derived from the initial basic idea, but now in a dis¬ 
tinctly dominant version. A following tonic version (mm. 19-20) 
creates a presentation phrase, and the subsequent continuation 
closes with a perfect authentic cadence. Thus the second part, like 
the first, takes the form of a sentence. 

Instead of viewing this theme as a small binary, we might be 
tempted to consider it a sixteen-measure period, on several ac¬ 
counts. The two parts of the theme feature cadential differentia¬ 
tion typical of a period (half cadence followed by a perfect authen¬ 
tic cadence). Moreover, both parts have a sentential design based 
on a similar basic idea. This interpretation seems plausible enough, 
but it ignores aspects of the theme better explained by the small bi¬ 
nary model. First, the notion that the consequent repeats the an¬ 
tecedent—central to the concept of period—is significantly weak¬ 
ened when the antecedent itself is repeated before the consequent 
appears. Thus, as we saw earlier in connection with the first part, 
the music beginning at measure 9 implies a potential consequent, 
but when the section ends again with a half cadence, we realize 
that the consequent function remains unrealized. Even though 
what follows at measure 17 resembles the original basic idea, the 
music no longer sounds like a repeated antecedent, since measures 
9-10 already achieved that repetition. 

Second, whereas the first part (the “antecedent”) begins with a 
stable statement-response repetition of the basic idea (mm. 1-4), 
the second part reverses this pattern and brings the loose arrange¬ 
ment of a response followed by the statement (mm. 17-20). In 
fact, an even looser sequential repetition is suggested when the 
music leads from V to I (mm. 17-19) and then from I to IV (mm. 


19-21) to begin the continuation. As a result, measures 17-20 lack 
the stability of initiation usually associated with a consequent func¬ 
tion, yet they are perfectly suited to serve as the beginning of a sec¬ 
ond part of a small binary, with their suggestion of a contrasting 
middle. 

example 7.1: The grouping structure of the second part resembles 
a sentence (2 x 2) + 4, but the initial four measures display 
model-sequence technique, and the resulting lack of tonic prolon¬ 
gation prohibits us from speaking of a true presentation phrase. 
The entire second part thus functions as a large eight-measure 
continuation (such as that found in the second half of a sixteen- 
measure sentence). (The incomplete texture in measures 14-16 
makes it difficult to interpret the supporting harmonies and thus to 
determine whether the model is repeated sequentially a second 
time in measures 13-14.) 19 

example 7.8: The first part of this binary can be viewed as hybrid 
type 2 (antecedent + cadential), although the second phrase could 
also be considered a consequent because measures 5 and 6 bring 
back material sufficiently similar to the basic idea. The second part 
begins (m. 17) with a four-measure phrase prolonging III. The fol¬ 
lowing phrase is clearly cadential, beginning with a pre-dominant 
diminished seventh chord, which substitutes for a more conven¬ 
tional II 6 (or IV) (see n. 15). From a broader perspective, the sec¬ 
ond part as a whole can be seen to be supported by a highly ex¬ 
panded cadential progression, in which the prolonged III (mm. 
17-20) substitutes for the more conventional initial tonic in first 
inversion. 
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Subordinate Theme 


To avoid tonal monotony, almost every movement of a clas¬ 
sical instrumental work establishes a subsidiary tonal area, a 
subordinate key, that contrasts with, yet is closely related to, 
the home key. 1 One outstanding feature of the classical style 
(compared with the earlier baroque practice) is the articula¬ 
tion, indeed, the dramatization, 2 of this subordinate key 
through a distinct subordinate theme? More than just a new 
melody, this theme is an integral unit of form containing a 
syntactical succession of formal functions and a concluding 
authentic cadence. 

Just as the subordinate key contrasts with the home key, 
so too does the subordinate theme contrast with the main 
theme. The contrasting nature of these themes has long 
been discussed by theorists and historians. Today, of course, 
we generally reject the typical nineteenth-century position, 
which, by focusing on melodic-motivic design, held that a 
dynamic, “masculine” main theme stands in opposition to a 
lyrical, “feminine” subordinate theme. 4 In fact, the frequent 
absence of such contrasting melodies in works of the classi¬ 
cal composers, especially those of Haydn, has led most the¬ 
orists to abandon melodic dualism as an essential element of 
classical form. 

In recent years, scholars have tended to locate the source 
of contrast principally in the realm of harmony and tonality 
(while still acknowledging that other musical factors can 
also create thematic contrast). 5 In this view, the subordinate 
theme (usually identified as the “second key area”) distin¬ 
guishes itself from the main theme (“first key area”) primar¬ 
ily by residing in a contrasting tonal region, one that engen¬ 
ders large-scale dissonance with the home key. 6 Although 
this view is valid enough, it does not address the fundamen¬ 
tal differences in phrase-structural organization routinely 
evidenced by these themes. 

A more comprehensive approach is offered by Schoen¬ 
berg and Ratz, who view the subordinate theme as loosely 
organized in relation to a relatively tight-knit main theme. 7 
As discussed earlier in connection with the small ternary, 
the metaphors tight knit and loose summarize a wide vari¬ 
ety of musical forces responsible for varying formal expres¬ 
sions (see the last section of chap. 6). Thus the position of 
Schoenberg and Ratz is advantageous because it embraces 


not only issues of harmony and tonality but also those of 
formal function, grouping structure, melodic-motivic con¬ 
tent, and the like. Moreover, the view is fully confirmed by 
the empirical evidence: in the classical repertory, subordi¬ 
nate themes are, with rare exceptions, more loosely orga¬ 
nized than their preceding main themes. 

A subordinate theme is normally thought of as a formal 
unit in a sonata exposition (or recapitulation). In line with 
the fundamental precepts of this book, however, a subordi¬ 
nate theme refers not only to a thematic unit but also to a 
definite formal function. And like most other functions, 
subordinate-theme function need not be tied to a specific 
grouping structure or to any one formal type. To be sure, 
the function is especially associated with sonata form, but it 
is also expressed in many other classical forms, such as rondo, 
concerto, minuet, and various slow-movement forms. 8 

Subordinate themes are usually constructed out of the 
intrathematic functions associated with tight-knit main 
themes, albeit in a significantly looser manner. Thus the 
constituent phrases of a subordinate theme frequently ex¬ 
press an initiating function of some kind (antecedent, pre¬ 
sentation, or compound basic idea), a medial function (con¬ 
tinuation), and a concluding function (cadential or, more 
rarely, consequent). Framing functions, such as introduc¬ 
tion, codetta, and standing on the dominant are frequently 
associated with the theme as well. A major exception per¬ 
tains to the small ternary form, as the three functions of ex¬ 
position, contrasting middle, and recapitulation, rarely ap¬ 
pear in a subordinate theme. 9 

Unlike a main theme, which may close with any one of 
the three standard cadence types, a subordinate theme ends 
with a perfect authentic cadence in the subordinate key. Ex¬ 
ceptions to this principle are rare. 10 This stricter cadential 
requirement is dependent on one of the theme’s principal 
functions: confirming the subordinate key. For that key to 
acquire sufficient weight to vie for prominence with the 
home key (and thus to create the dramatic conflict of tonal¬ 
ities so central to the classical aesthetic), the subordinate 
key must be fully confirmed by a perfect authentic cadence. 
The home key must also be so confirmed, if not at the 
end of the main theme (because of its closing with a half 
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cadence), then at least later in the movement, usually in the 
tonally adjusted subordinate theme of the recapitulation. 

The subordinate key is often articulated by two or more 
themes forming a subordmate-theme group . 11 Each theme in 
the group ends with a perfect authentic cadence. One of the 
themes, usually the first, may be constructed as a tight-knit 
theme-type. This situation might seem to violate the re¬ 
quirement that a subordinate theme be more loosely con¬ 
structed than its preceding main theme. But the general 
principle relating main and subordinate themes is sustained 
if the entire subordinate-theme group, rather than any one 
theme, is taken into account when comparing the relative 
degree of tight-knit or loose organization with respect to 
the main theme (or main-theme group). 

The final cadence of the subordinate theme (or group of 
themes) is almost always followed by a closing section con¬ 
sisting of codettas. The closing section itself may then lead 
into a retransition, which modulates back to the home key, 
usually for a return of the main theme. 

LOOSER SENTENTIAL 
FUNCTIONS 

Most subordinate themes are constructed out of the three 
sentential functions—presentation, continuation, and caden- 
tial. One or more of these functions usually acquires a loose 
organization by means of various compositional techniques, 
many of which are described in the following sections. 

Presentation Function 

Additional repetition of the basic idea. A presentation 
phrase can be extended by repeating the opening basic idea 
once again. This third statement of the idea makes the 
grouping structure somewhat asymmetrical (2 x 3) and pro¬ 
motes a degree of functional redundancy—two criteria for 
loose organization. 

example 8.1: The first of two subordinate themes begins in mea¬ 
sure 28 with a varied, canonic statement of the basic idea found in 
the opening measures of the movement (see ex. 4.9, mm. 1-2). 
The idea is then sequenced a step higher into the supertonic re¬ 
gion. (This sequence in II matches a similar one at the beginning 
of the consequent phrase in the main theme, ex. 4.9, mm. 5-6.) 
But this sequential repetition now creates a harmonic-formal pre¬ 
dicament: because II does not normally function as a neighboring 
chord to I or as a passing chord to I 6 , the music cannot easily 
progress to tonic at measure 32 to form a regular four-measure 
presentation. So Mozart repeats die basic idea once again, this 
time within dominant harmony, and the return to I on the down- 
beat of measure 34 completes the tonic prolongation. 12 

Repetition of the presentation phrase. Another way of 
loosening the presentation is to repeat the entire phrase be¬ 
fore the continuation begins. 


example 8.2: The second subordinate theme begins with a pre¬ 
sentation in measures 92-95 that is repeated in the following 
four measures. The resulting functional redundancy contributes 
to a sense of formal loosening. 13 Note that the rhythmic continu¬ 
ity is enhanced when the end of the repeated presentation elides 
with the beginning of the continuation (m. 99). (A single four- 
measure presentation phrase, by contrast, rarely elides with its 
continuation.) 

A repeated four-measure presentation itself gives rise to 
an even larger, eight-measure presentation, thus suggesting 
the onset of a sixteen-measure sentence. But the presenta¬ 
tion of a true compound sentence consists of a repeated 
compound basic idea, not a repeated presentation. The dif¬ 
ference between these two situations is significant: with a 
repeated compound basic idea, the two-measure basic idea 
appears twice, but with a repeated presentation, the basic 
idea appears four times. Thus the former situation has a 
distinctly tighter and more integrated expression than does 
the latter, whose looser organization is especially appropri¬ 
ate to subordinate themes (and, for that reason, is seldom 
found with main themes). 

Weakening of the tonic prolongation. Presentation func¬ 
tion can acquire a loose expression if its supporting tonic 
prolongation is weakened or destabilized. The strongest, 
most stable prolongation features the tonic in root position, 
with subordinate harmonies located on weak metrical posi¬ 
tions. A tonic prolongation can be weakened by inverting 
the prolonged harmony, by placing the subordinate har¬ 
monies on metrically accented positions, or by undermin¬ 
ing the prolongation with a dominant pedal. 

example 8.3: The presentation phrase prolongs tonic in first in¬ 
version by means of subordinate dominant seventh chords in third 
inversion. Thus the resulting prolongation is less stable than that 
found at the very opening of the mam theme (ex. 8.3b), which fea¬ 
tures a root-position tonic pedal. 14 

A tonic prolongation can be significantly weakened if all 
the constituent harmonies of the progression are placed 
over a dominant pedal (in the bass voice), one that contin¬ 
ues on from the end of the preceding transition. In such sit¬ 
uations, the listener can experience the sense of two differ¬ 
ent prolongations, each on a different hierarchical level of 
the work—a tonic prolongation at the lower (foreground) 
level and a dominant prolongation at the higher (back¬ 
ground) level. An instance of this technique was illustrated 
in connection with example 1.8, mm. 21-24 (p. 19). 1S 

Continuation Function 

In tight-knit main-theme forms, the continuation function 
is usually fused with the cadential function to make a single 
continuation phrase. In the context of a subordinate theme, 
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example 8.2 Beethoven, Piano Sonata in A, Op. 2/2, i, 92-116 


Subordinate Theme 2 

presentation presentation (repeated) 

b.i. v. 



elided 


continuation closing section 

codetta 



!i U 108 ' 

j rm i^Sl 

% 

L ^ i 

. . .. i 

—.f-. r-1 

i | 


*[—J if« J __ 

._| 

-1te~=- 

P=ft= 

~ r-T-n- 


-- 9 


- =t 

* l k ! -*- T-j| 


& - 

fr._„■ 

9 

f 


* ™ l 

L 

C 

33T 

r r r 


PP 


the same form-functional fusion may take place. 16 More typ¬ 
ically, however, the functions of continuation and cadential 
are accorded their own distinct groups, as defined by their 
melodic-motivic content, rhythmic patterning, accompani- 
mental figuration, and so forth. Thus a continuation phrase 
(or group of phrases) in a subordinate theme often does not 
end with a cadence, which is saved for a phrase (or group of 
phrases) of uniquely cadential function. 17 

Continuation function achieves its looser expression pri¬ 
marily by means of extension; that is, the constituent units 
(usually fragments) are repeated a greater number of times 
than would be necessary to express the function. Model - 
sequence technique is especially suitable for extending con¬ 
tinuation function, since a sequential harmonic progression, 
in principle, has no definite ending point. 18 

example 8.3: The continuation begins in measure 18 with frag¬ 
mentation and model-sequence technique. In a tight-knit sen¬ 
tence, the fragmented units usually appear in measures 5 and 6 of 
the theme, because a single repetition of the fragment is all that is 
needed to project the sense of continuation function. In the looser 
context of this subordinate theme, fragmentation is extended for 
an additional two measures (through m. 21) in order to realize a 
complete circle-of-fifths progression. There can be no talk of a ca¬ 


dence at die end of this four-measure continuation phrase because 
the goal tonic is approached by an inverted dominant. The follow¬ 
ing four-measure phrase produces cadential function. 19 

Another way for the composer to extend continuation 
function is to delay fragmentation by creating units of repe¬ 
tition that are initially the same size as those found in the 
presentation. In the absence of fragmentation, the sense of 
continuation must be expressed by other characteristics, 
such as an acceleration of harmonic change, quicker surface 
rhythms, or a harmonic sequence. Fragmentation can then 
appear somewhat later in the theme, sometimes in the con¬ 
text of another distinct phrase, thus extending the continua¬ 
tion function. 

example 8.1: The continuation begins at measure 34 with a new 
two-measure idea, which is then repeated exaedy. Because the pre¬ 
vailing two-measure unit size is not reduced, we cannot speak of 
fragmentation at the beginning of the continuation. Compared 
with the presentation, however, the continuation immediately ac¬ 
celerates bodi the rate of harmonic change and the surface rhythm. 
Fragmentation eventually occurs with the change of material at 
measure 38, and thus the continuation function is extended into 
this new phrase. At the same time, measure 38 marks die onset of a 













SUBORDINATE THEME ioi 


cadential progression, and so the new phrase is best interpreted as 
continuation=>cadential. Thus in the theme as a whole, continua¬ 
tion function is sufficiently extensive to embrace two distinct 
phrases, the final one serving cadential function as well. 20 

Cadential Function 

Cadential function is subject to a variety of loosening de¬ 
vices, most of which fall into one of two categories: (i) 
extending the function through the failure to realize an im¬ 
plied perfect authentic cadence, and (2) expanding the func¬ 
tion by allowing it to occupy one or more complete phrases, 
each of which is supported by an expanded cadential pro¬ 
gression. Often a number of devices operate together to 
create a cadential area of enormous scope. 

Especially in connection with cadential function, the no¬ 
tion of formal “loosening” must not be equated with formal 
“weakening” of any kind. Extensions and expansions of the 
cadence do not make that function any less effective. On 
the contrary, the moment of cadential arrival is often highly 
intensified by being withheld considerably longer than 
might be expected (compared with a tight-knit context). 

Cadential extension. Most cadential extensions occur when 
a promised perfect authentic cadence fails to materialize, thus 
motivating the appearance of one or more cadential units to 
make the requisite closure. The expected perfect authentic ca¬ 
dence can remain unfulfilled when in its place, the composer 
writes an imperfect authentic cadence, a deceptive cadence, an 
evaded cadence, or an abandoned cadence. On few occasions, 
the initially promised authentic cadence does appear, yet the 
cadential function is extended simply by repeating the prior 
phrase and bringing the same cadence once again. 

Although the techniques described in this section may 
involve extending the cadential function only, continua- 
tional materials are frequently implicated as well. Following 
the failure to realize the implied cadence, the subsequent 
music may bring back a prior continuation, or even intro¬ 
duce a new continuation, before leading to the cadential 
material, which will again attempt to close the theme. 21 

1. Imperfect authentic cadence. Since subordinate themes 
almost always close with a perfect authentic cadence, the 
appearance of an imperfect authentic cadence signals that 
the theme has not yet reached its true end. Typically in 
such cases, the preceding phrase (be it a continuation, ca¬ 
dential, or continuation=>cadential phrase) is repeated, lead¬ 
ing this time to a perfect authentic cadence. 22 

example 8.4: A second subordinate theme (following the first 
subordinate theme, shown ahead in ex. 8.9) is organized as an 
eight-measure sentence, whose continuation is extended by one 
measure to close with an imperfect authentic cadence at measure 
no. The continuation is then repeated, in a way that creates a 
stronger cadential dominant, and ends with a perfect authentic ca¬ 
dence in measure 114. 23 


When a phrase ending with an imperfect authentic ca¬ 
dence is repeated and then closed by a perfect authentic 
cadence, a sense of antecedent-consequent functionality is 
expressed. The resulting structure should not normally be 
considered a period, however, since the passage in question 
does not function as a self-contained, tight-knit theme and. 
seldom contains other characteristics of a true antecedent: 
or consequent phrase, such as a clear two-measure basic idea 
followed by a two-measure contrasting idea. Moreover, the 
phrase ending with the imperfect authentic cadence some¬ 
times elides with the beginning of the following phrase (as 
in the previous example, m. no), a situation that does not 
obtain with a genuine period. 

2. Deceptive cadence. As pointed out in chapter 2, an au¬ 
thentic cadential progression can be changed into a decep¬ 
tive cadential progression if the final tonic is replaced by a 
related harmony, one usually built over the sixth scale- 
degree in the bass. If the arrival point of that substitute har¬ 
mony truly groups with the preceding material and thus 
represents its melodic and harmonic goal, we can speak of 
a deceptive cadence bringing partial closure to the theme. 24 
The theme then continues in some way (usually by repeat¬ 
ing the previous idea or phrase) in order to reach full clo¬ 
sure through a perfect authentic cadence. 

The sense of partial closure associated with the decep¬ 
tive cadence is projected largely through the motion of the 
soprano voice as the harmony moves from the cadential 
dominant to the substitute for the final tonic. And depend¬ 
ing on how the melody closes, the resulting deceptive ca¬ 
dence can be considered a substitute for an authentic cadence 
that is either perfect (if the melody ends on the first scale- 
degree) or, more seldom, imperfect (if the melody ends on 
the third scale-degree). 25 

example 8.5: Following a long standing on the dominant, a de¬ 
ceptive cadential progression begins in measure 42. and concludes 
two measures later on VI. Since the descending scale in the upper 
line ends with the tonic scale-degree, the resulting deceptive ca¬ 
dence replaces a potential perfect authentic cadence. The idea is 
repeated, with the melody beginning a third higher, but once again 
ends with the same deceptive cadence. A third statement, begin¬ 
ning even higher, finally achieves perfect authentic closure when 
the cadential dominant resolves to tonic at measure 48. 

3. Evaded cadence. The most common way of extending 
cadential function in a subordinate theme is through the 
use of an evaded cadence, in which the prevailing harmonic 
and melodic processes (often accompanied by distinct: 
rhythmic and textural processes) fail to reach their pro¬ 
jected goal. 26 More specifically, the musical event that di¬ 
rectly follows the cadential dominant is perceived to group 
with subsequent material, not with the material leading up 
to that dominant. The event that appears when the caden¬ 
tial dominant progresses to another harmony does not: 
sound like a structural end but, rather, like a new beginning 




example 8.3 (a) Mozart, Piano Sonata in C, K. 545, i, 13-28; (b) mm. 1-4 
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example 8.4 Beethoven, Overture to Coriolanus, Op. 62, 102-18 


Subordinate Theme 2 



elidctl 


continuation (repeated) closing section 



elided 


102 





































SUBORDINATE THEME 103 


example 8.5 Beethoven, Piano Sonata in A-flat, Op. 26, iv, 27-49 


[Main Theme] Transition Subordinate Theme 

standing on the dominant 

mod. seq. new idea 




dec. cad. dec. cad. 


(or even, sometimes, a new middle). The music supported 
by the cadential dominant is thus left “hanging in the air” 
without a sense of formal resolution (although the domi¬ 
nant may receive a harmonic resolution). 

The sense of cadential evasion can be projected by many 
different factors. For example, a distinct change in texture, 
dynamics, and accompanimental patterning often helps 
mark a new beginning. Moreover, the melodic line is usu¬ 
ally interrupted in its projected resolution to the tonic (or, 
rarely, third) scale-degree. Indeed, the melody often leaps 
back up to the fifth scale-degree in order to start another 
descent toward the tonic in subsequent cadential passages. 
At other times, the melody moves to the tonic degree, but 
one that lies in a different register, so that the normal step¬ 
wise resolution is avoided. Even if the melody appears to 
resolve as expected, the sense of evaded cadence may still be 
projected by a variety of other musical forces. 27 

In most evaded cadences, the cadential dominant moves 
to I 6 , which is appropriate because the inverted form of the 
tonic prohibits the listener from construing a true cadence 
at that point. Moreover, the I 6 can then easily function as 
the beginning of another cadential progression, one that 
may be evaded again or finally bring an actual cadence. 28 To 
lead more smoothly into the I 6 , the cadential dominant may 
move to VI just before the cadential evasion. 29 


example 8.6: Measure 25 sees the. appearance of a short cadential 
progression to close a second subordinate theme, which began at 
measure 20. (The first subordinate theme is shown ahead in ex. 
8.15.) Both the melody and bass lines are clearly heading for the 
tonic scale-degree at the downbeat of measure 26. But the cadence 
is evaded when the bass leaps down to the third scale-degree to 
bring the tonic in first inversion. The dramatic change of dynamics 
and texture, combined with the sudden shift to the minor mode, 
creates the impression of a new beginning, despite the melodic res¬ 
olution to the tonic scale-degree. 

The material following an evaded cadence is sometimes 
new, as in the preceding example. Frequently, however, the 
composer repeats previously heard ideas and leads them 
again to a potential cadence. Another evasion may occur, or 
else genuine cadential closure finally results. Janet Schmal- 
feldt colloquially terms this particular type of cadential eva¬ 
sion the “one more time” technique, since the composer backs 
the music up, so to speak, in order for the listener to hear 
the impending cadential arrival one more time. 30 

example 8.7: A cadential idea beginning in measure 58 is evaded 
at the downbeat of measure 60. The subsequent ma terial obviously 
represents a return to the beginning of measure 58 to run through 
the cadential idea “one more time,” The perfect authentic cadence 
is eventually achieved on the downbeat of measure 62. 
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example 8.7 Haydn, Piano Sonata in C, Hob. XVL35, i, 36-67 
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example 8.8 Mozart, Violin Concerto in A, K. 219, i, 98-112 


Subordinate Theme 2 




cv. cad. ev. cad. 


■« 


wj 

."FB 


cresc. 

-V<$ ■') 

l:._i -Jt“.. :e 

m LL 

W 

ifif 

f 

1 


[PAC] 


A situation that is related to, but is essentially different 
from, the “one more time” technique arises when the mate ¬ 
rial following a genuine authentic cadence or a deceptive 
cadence repeats the previous idea or phrase. In example 8.4, 
for instance, the music following the imperfect authentic 
cadence at measure no restates once again the prior con¬ 
tinuation phrase. Likewise, in example 8.5, each deceptive 
cadence (mm. 44 and 46) immediately brings back the same 
cadential idea. Neither of these cases, however, should be 
considered examples of the “one more time” technique, 
since they do not involve any cadential evasion. In other 
words, the aesthetic effect of the “one more time” tech¬ 
nique depends on our hearing that a structural goal is ap¬ 
proached but not achieved, after which the attempt toward 
the goal is made once again using the same musical mate¬ 
rial. In the case of an imperfect authentic cadence or a de¬ 
ceptive cadence, a definite goal has been reached, even if 
that goal is not the final one. 

Most cadential evasions employ a I 6 to thwart the ex ¬ 
pected resolution of the cadential dominant. But an evaded 
cadence can also result if that dominant is followed by 
other harmonies, including some built on the sixth degree 
of the scale (VI, IV 6 , and even VII 6 /V). A cadential evasion 
can occur even if the cadential dominant moves to a root - 
position tonic, as long as there is a sufficient disruption of 
melody, texture, dynamic, register, and so on to counter our 


perceiving a structural end when the I chord appears. In 
such cases, the “one more time” technique can sometimes 
be helpful in projecting the sense of cadential evasion. As 
soon as we hear previous cadential material starting over 
again, we realize that cadential arrival has not yet occurred. 

example 8.8: At first glance, measure 104 might seem to be an 
imperfect authentic cadence, with the following measure repre¬ 
senting a repetition of the cadential phrase to bring the expected 
perfect authentic cadence. But when we hear that measure 104 
corresponds exactly to measure too, we sense instead that the ca¬ 
dence has actually been evaded and that the cadential idea is being 
restated one more time. An additional cadential evasion then 
occurs at measure 108, and another repetition of the cadential 
phrase, now with a somewhat expanded dominant harmony, finally 
brings cadential closure at measure 112. 31 

4. Abandoned cadence. For both deceptive and evaded ca¬ 
dences, the failure to realize the implied cadential arrival in¬ 
volves either altering harmonically or omitting entirely the 
formal event associated with the final tonic of the authentic 
cadential progression. With a deceptive cadence, the final 
cadential tonic is replaced by another harmony (usually VI). 
With an evaded cadence, the tonic is effectively eliminated 
(the harmony following the dominant, say, I 6 , does not re¬ 
ally belong to the prevailing cadential progression but in¬ 
stead introduces a new progression). In both cases, how- 
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ever, the cadential dominant in root position remains intact 
to provide an anchor for the subsequent failure to realize a 
true cadential arrival. 32 

Another way of averting a genuine cadence is altering, or 
even eliminating, the cadential dominant itself. In other 
words, the composer initiates what seems to be a cadential 
progression but then “abandons” the progression by either 
inverting the cadential dominant or allowing the progres¬ 
sion to bypass that dominant entirely. The resulting caden¬ 
tial situation can thus be termed an abandoned cadence , 33 Ca¬ 
dential function can be abandoned in a number of ways. 
Sometimes the dominant may be placed in root position 
but then may become inverted (usually to the \ position) 
before resolving to I. Another possibility is for the domi¬ 
nant to appear at first in inversion. Finally, dominant har¬ 
mony may be omitted. Following an abandoned cadence, 
the music typically expresses a continuation function. At 
some point, however, a new cadential progression appears, 
which eventually leads to a perfect authentic cadence. 

example 8.6: Following the evaded cadence on the downbeat of 
measure 26, an expanded cadential progression begins with I 6 and 
leads to a pre-dominant Neapolitan sixth. The radical reduction 
of texture at measure 28 makes a precise harmonic analysis diffi¬ 
cult, but this measure can likely be construed as VII 7 / V (the no¬ 
tated At is heard enharmonically as Cif), thus continuing to pro¬ 
long pre-dominant harmony. The following measure (likely 
interpreted as VIIs/IV) breaks away from the cadential progres¬ 
sion, and by the time harmonic clarity is restored at measure 31, 
the dominant seventh appears in first inversion and thus cannot 
function as a cadential harmony. Thus the cadential function initi¬ 
ated with I 6 at measure 26 is abandoned and is restored only with 
the appearance of the pre-dominant IF’ at measure 32. Then a 
new expanded cadential progression finally reaches closure on the 
downbeat of measure 34. 

example 8.9: Toward the end of an immense modulating subordi¬ 
nate theme (analyzed in greater detail later in this chapter), the ex¬ 
panded Neapolitan sixth at measure 92 implies the beginning of a 
cadential progression to close the theme. But the sense of impend¬ 
ing cadence is abandoned at measure 96 when the pre-dominant 
moves to dominant in the form of a diminished seventh in second 
inversion (VIII). The subsequent harmonic sequence yields a new 
continuation, and the abandoned cadential function is not recov¬ 
ered until measure 99, when the pre-dominant IV 6 initiates a brief 
cadential progression to close the theme at measure 102. 34 

5. Perfect authentic cadence. In the situations discussed up 
to now, cadential extension has been achieved by delaying 
the perfect authentic cadence that marks the true end of the 
theme. Sometimes, however, this cadence, including the 
phrase leading up to it, is repeated, which extends the caden¬ 
tial (and possibly the continuation) function. Such a situa¬ 
tion creates a formal dilemma: which of the two cadences 
marks the end of the subordinate theme 2 If die first cadence 
is seen as decisive, then the second cadential unit would rep¬ 


resent an appendage of sorts, one not belonging to the 
theme proper. If die second cadence is taken as genuine, 
then the first cadence must be downgraded in structural im¬ 
portance; it may even be reinterpreted as an evaded cadence. 
Because the use of two cadential units, each ending with a 
perfect authentic cadence, tends to obscure the formal artic¬ 
ulation, this situation seldom occurs in the repertory. 

example 8.10: The second part of the first subordinate theme, 
beginning in measure 81 (shown ahead in ex. 8.17), is constructed 
as a sixteen-measure sentence, whose continuation brings a perfect 
authentic cadence in measure 94. '('lie final four measures of the 
continuation are then repeated exactly, thus again producing the 
same cadence in measure 98. Since the cadences in measures 94 
and 98 are identical, we might ask which one closes the theme. On 
the one hand, measure 94 could be considered the genuine end, 
with the subsequent phrase functioning as a codetta. On the other 
hand, the rising tonic arpeggio in measure 94 can be seen to keep 
the melody somewhat open, thus helping motivate a repetition of 
the phrase, whose cadence at measure 98 would represent the true 
close of the theme. This second interpretation is probably prefer¬ 
able, since a codetta following a subordinate theme is not normally 
made up of the same material used for the preceding continuation 
and cadential functions. 

6 . Aesthetic effect of cadential extension. Now that the vari¬ 
ous techniques of cadential extension have been defined and 
illustrated, we can compare and contrast the differing aes¬ 
thetic effects that result from their use. The situation just 
discussed of a repeated perfect authentic cadence is proba¬ 
bly the least effective (and hence least used) means of ex¬ 
tending cadential function, for not only does it result in a 
certain degree of cadential redundancy but it also poses the 
question of which cadence truly effects thematic closure. 

The use of an imperfect authentic cadence, followed by 
a perfect authentic cadence, is also somewhat redundant. But 
the open-ended quality of the former cadence effectively 
motivates the latter one. Even greater motivation arises 
from a deceptive cadence, for the lack of harmonic closure 
is more palpable than the melodic incompleteness of the 
imperfect authentic cadence. 

Of the various techniques used to extend cadential func¬ 
tion, the evaded cadence is unquestionably the most dra¬ 
matic: the imminent closure of the theme is thwarted at the 
last second and then quickly reattempted. The lack of any 
event representing formal closure, combined with the 
breaking off of a highly goal-directed process just before its 
completion, arouses a powerful expectation for further ca¬ 
dential action. This effect is particularly well suited to sub¬ 
ordinate themes, since dramatizing the subordinate key is a 
principal aesthetic objective of the classical style. The goal 
of establishing that key as a foil to the home key is made all 
the more effective if the struggle to gain its cadential confir¬ 
mation is hard won. But the need for dramatic articulation 
of the home key early in a movement is not pressing, and 
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example 8.10 Mozart, Violin Concerto in A, K. 219, i, 88-98 
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Subordinate Theme 2 


Continuation (repeated) 



thus evaded cadences seldom appear in main themes, as the 
techniques of partial closure (use of an imperfect authentic 
cadence or a deceptive cadence) are more typical modes of 
cadential extension. 

The aesthetic impression imparted by the abandoned ca¬ 
dence is entirely different, for a partial cadential goal is nei¬ 
ther achieved (as with the deceptive cadence) nor even im¬ 
mediately promised (as with the evaded cadence). If the 
abandoned cadence is less dramatic, it nonetheless pro¬ 
motes a significant formal loosening, since the cadential 
progression loses its sense of direction and the music tends 
to wander off somewhere else before returning on track to¬ 
ward another cadence. Cadential abandonment is thus par¬ 
ticularly appropriate to the formal conventions of a subor¬ 
dinate theme. 

Cadential expansion. Cadential function in a subordinate 
theme can be enlarged by means of an expanded cadential 
progression, which supports one or more complete phrases in 
the theme, phrases marked by distinct melodic ideas and ac- 
companimental textures. Such phrases are most often exclu¬ 
sively cadential, since continuation function is usually fea¬ 
tured in the preceding phrase. 35 The majority of expanded 
cadential progressions contain all four harmonic functions 
(initial tonic, pre-dominant, dominant, and final tonic). Oc¬ 
casionally the preceding continuation concludes with tonic 
harmony and the cadential phrase thus begins with a pre¬ 
dominant (see ex. 8.3, m. 22). 

In many simple expanded progressions, no one harmony 
is given special emphasis over the others (see ex. 8.1, mm. 
38-41, and ex. 8.3, mm. 22-26). Often, however, one of 
the harmonies leading to the final tonic is prominently ex¬ 
panded in relation to the others. If the cadential expansion 
is sufficiently large, the entire progression may provide the 


harmonic support for several phrases, each having its own 
distinct melodic-motivic content. 36 

1. Expansion of the dominant. The most easily recogniz¬ 
able case of prominent cadential expansion occurs when die 
dominant is considerably lengthened, thereby delaying as 
long as possible its resolution to the tonic. In most cases, 
the dominant is first sounded with its six-four embellish¬ 
ment, and this “dissonant” sonority usually receives the 
greatest expansion in die phrase, thus raising powerful ex¬ 
pectations for resolution to the five-three sonority. 37 The 
heightened dramatic expression inherent in this gesture 
makes it ideal for use in operatic and concerto genres, but it 
is often found in the symphonic, chamber, and solo-sonata 
repertories as well. 

example 8.11: The second subordinate theme concludes with an 
unusual expanded cadential progression beginning at measure 58. 
(The details of this progression are examined later in this chapter.) 
When the dominant arrives at measure 61, it initially takes the 
form of a cadential six-four. The harmony is stretched out for 
three measures before leading to the dominant seventh proper in 
measure 64 and resolving to the tonic in the following measure. 
In this four-measure dominant expansion, the music acquires a 
marked acceleration in rhythmic activity and displays virtuosic 
passage-work for the clarinet and upper strings. The culminating 
trill confirms the concerto-like style that Mozart adopted for a 
chamber work featuring a solo woodwind part. 38 

2. Expansion of the pre-dominant. The pre-dominant may, 
on occasion, achieve prominence in an expanded cadential 
progression. In such cases, the composer typically employs 
a variety of pre-dominant harmonies in a single progres¬ 
sion. But this harmonic function does not normally sustain 
the kinds of enormous expansions frequently found with 
the dominant or initial tonic. 39 







example 8. ii (a) Mozart, Clarinet Quintet: in A, K. 581, i, 42-79; (b) rearrangement of harmonies in mm. 58-61 


Subordinate Theme 1 Subordinate Theme 2 

presentation continuation compound basic idea 



Closing Section 

codetta 1 codetta 1 (repeated with extension) 



T IO 





























SUBORDINATE THEME hi 


3. Expansion of the initial tonic. The initial tonic of an ex¬ 
panded cadential progression is usually placed in first inver¬ 
sion. Indeed, the classical composers often use the promi¬ 
nent arrival on I 6 as a cue or “conventionalized sign” for the 
onset of an expanded cadential progression. 40 When ex¬ 
panded, this initial tonic is frequently embellished by a 
neighboring dominant seventh in third inversion. This use 
of V* works especially well because of the voice-leading rule 
demanding its resolution to I 6 . 

example 8.7: The first subordinate theme begins with a large ex¬ 
pansion of the first-inversion tonic. I 6 is initially prolonged by con¬ 
ventional V2 chords (mm. 36- 39) and then is further expanded by 
a more complex succession of neighboring harmonies in measures 
39-40. The fundamental progression continues with the appear¬ 
ance of the pre-dominant II 6 in measures 42-43 and concludes 
with root-position dominant resolving to tonic at measure 45. The 
overall harmonic support for the theme is therefore cadential. Of 
the component harmonies making up this large cadential progres¬ 
sion, the initial tonic receives the greatest expansion. (The notion 
that this subordinate theme begins directly with a cadential pro¬ 
gression, thus expressing cadential function at the very start of the 
theme, is discussed later in the section on “beginning with caden¬ 
tial function.”) 41 

If the initial tonic of an expanded cadential progression 
is prolonged for four measures and supports at the same 
time a new two-measure basic idea and its repetition, a phrase 
with presentation function will be created. A continuation 
could then bring the remaining harmonies of the cadence, 
thereby forming an eight-measure sentence. 42 

ADDITIONAL LOOSENING 
TECHNIQUES 

Expanded Periodic Design 

Antecedent and consequent functions occur less frequently 
in subordinate-theme construction than do the sentential 
functions of presentation, continuation, and cadential just 
considered. When periodic functions do appear, the an¬ 
tecedent usually retains its conventional size of four or eight 
measures, but the consequent is often expanded in order to 
create a looser organization. 

A period is rarely found if the exposition contains just a 
single subordinate theme. But in cases of multiple subordi¬ 
nate themes, one of the themes (usually the first but occa¬ 
sionally the last) may assume this tight-knit form. 

example 8 .1 : A second subordinate theme begins at the upbeat to 
measure 42 with a four-measure antecedent phrase. The following 
consequent is expanded by means of the expanded cadential pro¬ 
gression in measures 48-53. Note that the opening motive of the 
new basic idea beginning this theme is derived from the contrast¬ 
ing idea of the main theme (see ex. 4.9, mm. 3-4). Although the 


pitches and rhythm are identical, the new tonal context changes 
the scale-degree functions and thus obscures our hearing a direct 
connection between these ideas. 43 

Omission of an Initiating Function 

A subordinate theme can acquire formal loosening by giv¬ 
ing the impression of starting in medias res. In other words, 
the theme begins with a continuation or cadential function 
instead of a standard initiating function (such as a basic idea 
or presentation). Another possibility is for the initiating 
function to be replaced with a standing on the dominant 
built over that harmony from the end of the transition. 

The notion of a theme “beginning” with a medial or 
concluding function poses a theoretical conundrum. How 
can a passage be a continuation if it is not preceded by some 
other material that it “continues”? How can a phrase ap¬ 
pearing at the beginning of a theme be cadential if there is 
no other earlier phrase that is being “closed”? Since formal 
functionality essentially involves the way in which music ex¬ 
presses its logical location in a temporal spectrum consist¬ 
ing fundamentally of beginnings, middles, and ends, the 
idea that a middle (continuation) or an end (cadential) can 
serve to articulate a structural beginning seems, on the sur¬ 
face, absurd. 

Yet one of the special properties of classical instrumental 
music is the capacity for a passage to express the sense of 
beginning, middle, or end independent of the passage’s ac¬ 
tual temporal location. Because formal functions are so 
conventionalized, because they are so well defined by spe¬ 
cific characteristics, we can sometimes identify a given func¬ 
tion without necessarily taking into account its position in a 
theme. 44 Thus the appearance of model-sequence tech¬ 
nique alone can signal the sense of continuation function, 
or the presence of a cadential progression may in itself be 
sufficient to project a cadential function. To be sure, if a 
given function is actually placed differently from its ex¬ 
pressed temporal position—if a medial function appears as 
a beginning, for example—a kind of formal “dissonance” 
will result. If that dissonance is carefully controlled, it may 
be suitable for expressing a loose organization. Too great a 
formal dissonance, however, can produce an illogical suc¬ 
cession of formal functions. 45 

Beginning with continuation function. The most effec ¬ 
tive way of expressing continuation function at the start of a 
theme is by means of sequential harmonic progressions, 
usually in connection with model-sequence technique. 
Since the other continuational characteristics (fragmenta¬ 
tion, harmonic acceleration, increased surface rhythm) cre¬ 
ate their most palpable effect in relation to an immediately 
preceding initiating function, they are rarely used by them¬ 
selves to begin a theme. They may, however, accompany 
the presence of sequential harmony. 
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A continuation function replaces a true structural begin¬ 
ning most often with a second or third subordinate theme 
of a group. In this way, the start of the new theme at least 
can be understood to “continue” the subordinate group as a 
whole. 

example 8.7: A perfect authentic cadence in measure 45 closes 
the first of two subordinate themes. (The structure of this first 
subordinate theme is examined shortly.) The second theme begins 
directly with a one-measure model, which is sequenced by de¬ 
scending thirds. The one-measure size of the model creates frag¬ 
mentation in relation to the preceding two-measure cadential idea 
(mm. 44-45). The theme can thus be said to begin with a continu¬ 
ation function, bypassing a more conventional presentation (or 
other initiating function). 

With the upbeat to measure 49, a brief cadential idea brings the 
theme to a close. Such an abrupt ending to a subordinate theme 
suggests that more is to come, and indeed, the theme begins to be 
repeated immediately. This time, however, it is more loosely orga¬ 
nized, for the model and each subsequent sequence is extended 
by means of internal repetition. In addition, the cadential idea is 
evaded in measure 60 and repeated with “one more time” tech¬ 
nique to bring a perfect authentic cadence in measure 62. 

example 8.12: The first of two subordinate themes begins with a 
shift to the minor mode (itself a loosening device discussed later in 
this chapter) and introduces a three-measure model, which is then 
sequenced twice by the interval of an ascending minor third. (Al¬ 
though the sequential repetitions take place a third higher each 
time, the underlying sequential progression is actually stepwise as¬ 
cending, with its characteristic 5-6 melody-bass counterpoint; 
see ex. 2.16b for the basic diatonic model.) A new two-measure 
model (mm. 70-71) is then sequenced by ascending steps. 

All this harmonic and phrase-structural instability is highly in¬ 
dicative of continuation function. Here, the effect of beginning 
with a continuation is especially bold because the function begins 
the first of two subordinate themes, and thus the theme group as 
a whole lacks a sense of structural initiation. As discussed earlier 
in this chapter, the second subordinate theme (see ex. 8.2, mm. 
92-104) emphasizes its own presentation function and therefore 
compensates for the lack of formal initiation in the first subordi¬ 
nate theme. 46 

Beginning with cadential function. A subordinate theme 
occasionally begins directly with a cadential progression and 
thus projects a sense of that function, despite the lack of any 
previous material that the cadence would bring to a close. 

example 8.7: As already discussed, the first of two subordinate 
themes is supported by a single expanded cadential progression, 
and so one functional label—cadential—can be assigned to the 
theme as a whole. It must be admitted, of course, that the ex¬ 
panded I 6 starting this theme possesses a degree of harmonic sta¬ 
bility. Therefore in an overall cadential function, the opening mea¬ 
sures project a sense of structural beginning. Nonetheless, the 
five-measure unit supported by the I 6 cannot easily be identified as 
a conventional initiating function. Instead, the grouping structure 


more resembles a continuation than either a presentation or a 
compound basic idea. 47 

example 8.13: The subordinate theme starts with tonic harmony 
in first inversion and progresses quickly to IV two measures later 
(m. 48). The pre-dominant harmony is further prolonged by sub¬ 
ordinate chords in the following measure, after which dominant 
harmony underlies measures 50-51. Thus from its start, the 
theme is supported by an expanded cadential progression, and we 
can experience the sense of a cadential function replacing a more 
standard initiation. Before reaching its end, the progression leads 
deceptively to VI at measure 52, after which a highly compressed 
cadence formula brings the theme to a close. 

Beethoven’s decision to begin this theme with cadential func¬ 
tion was surely related to his adopting the same procedure for the 
main theme, shown in example 8.13b. Starting a subordinate theme 
with cadential function, though relatively unusual, nevertheless 
conforms to the classical goal of loosening the form, and Beetho¬ 
ven could find precedents already with Mozart and Haydn (see the 
previous example). In the case of a main theme, however, Beetho¬ 
ven is breaking new ground. Starting a classical sonata with the 
pre-dominant harmony of a cadential progression is a radical pro¬ 
cedure, one that looks forward to the romantic style, especially 
that of Schumann. 48 

Beginning with standing on the dominant. As I discuss 
in the following chapter, the subordinate theme of an expo¬ 
sition is preceded by a transition whose harmonic goal is 
normally dominant of the subordinate key. Most often, a 
subsequent standing on the dominant marks the final stage 
of the transition, after which the beginning of the subordi¬ 
nate theme is articulated by new melodic-motivic material 
supported by tonic harmony (of the new key). 

At times, the boundary between tire transition and the 
subordinate theme becomes blurred when the dominant 
from the end of the transition is held over to provide har¬ 
monic support for a standing on tire dominant at the begin¬ 
ning of the subordinate theme proper. 49 The standing on 
the dominant is then followed by either a continuation or a 
cadential function, leading eventually to the close of the 
theme. A standing on the dominant would not lead to one 
of the standard initiating functions (presentation, com¬ 
pound basic idea), for we would then have the impression 
that the standing on the dominant belongs to the end of the 
transition and that the initiating function is the true struc¬ 
tural beginning of the subordinate thenre. 

In most cases when a subordinate theme begins with a 
standing on the dominant, a marked change of melodic- 
motivic material helps indicate where the transition ends 
and the subordinate theme begins. Even so, the listener’s 
first impression when hearing the standing on the dominant 
is that it belongs to the transition. When a continuation or 
a cadential function subsequently appears, we understand 
that an initiating function for the theme has been bypassed, 
and we retrospectively reinterpret the standing on the dom¬ 
inant as the real start of the subordinate theme. 50 



114 LOOSER FORMAL REGIONS 


example 8.13 (a) Beethoven, Piano Sonata in E-flat, Op. 31/3, i, 46-53; (b) mm. 1-8 


a) 






Main Theme 



example 8.5: The main theme of this rondo exposition closes 
with a perfect authentic cadence in measure 28. A brief transition 
brings a two-measure model, which is sequenced up a fifth to close 
on the dominant of the subordinate key in measure 32. This har¬ 
mony is then extended for nine measures to support a standing on 
die dominant, in which appears a new two-measure idea (mm. 
33-34), which is immediately repeated. At measure 36, the previ¬ 
ous four-measure unit is repeated (with an exchange of voices) and 
is extended by an extra bar. The dominant finally resolves to root- 
position tonic on die downbeat of measure 42, but the immediate 
change to I 6 (with sforzando) signals the beginning of a cadential 
progression. Deceptive cadences in measures 44 and 46 allow the 
cadential function to extend as far as the perfect authentic cadence 
in measure 48. 

In the context of the passage as a whole, it seems only reason¬ 
able to regard the second half of measure 32 as the beginning of 
the subordinate theme. The change in musical material and dy¬ 
namic level (from forte at measure 2 7 to piano at measure 3 2) sup¬ 
ports this interpretation as well. 51 

example 8.14: The transition leads to dominant harmony of the 
subordinate key (El major) on the downbeat of measure 36, but 
the motivic material of the transition continues to be heard in the 
standing on the dominant of measures 36—37. The following mea¬ 


sure brings the typical dissolution of texture that so frequently marks 
the end of a transition. A new idea at measure 39 signals the begin¬ 
ning of the subordinate theme, but the underlying harmony retains 
the dominant from the end of the transition. The idea is repeated 
twice in measures 41-44, still supported by dominant harmony, 
and then is extended for an additional bar as the dominant finally 
resolves to tonic. Measure 46 sees the beginning of a continuation 
phrase that features tnodel-sequence technique, and measure 50 
begins a cadential phrase to close the theme in measure 54A 2 

example 8.15: The beginning of this subordinate theme is espe¬ 
cially difficult to determine because little in the way of any rhyth¬ 
mic, textural, or dynamic change helps articulate the boundary 
between die transition and the subordinate theme. 53 After the tran¬ 
sition arrives on die dominant of the subordinate key (downbeat of 
m. 15), a new melodic idea, featuring a chromatic stepwise descent, 
prolongs the half cadence by means of another half-cadential pro¬ 
gression. This idea begins to be repeated at the upbeat to measure 
17 and is further extended by fragmentation and descending 
six-three chords in a way that suggests continuation function. A 
brief cadential idea then closes the theme with a perfect authentic 
cadence at measure 20. The only viable beginning point for the 
subordinate theme is the standing on the dominant starting in the 
middle of measure 15. 
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example 8.14 Mozart, Symphony No. 39 in E-flat, K. 543, ii, 35-55 


[Transition] 


standing on the dominant 


Subordinate Theme 1 

new idea 



continuation 

(ext.) mod. seq. 



Subordinate Theme 2 



elided 


When considering subordinate themes that begin with a 
dominant pedal, it is necessary to distinguish cases of a gen¬ 
uine standing on the dominant, as seen in the three previous 
examples, from those in which the dominant is used to un¬ 
dermine what is otherwise a prolongation of tonic harmony. 
This latter situation was considered in connection with 
weakening the tonic prolongation of a presentation phrase 
(see ex. 1.8, mm. 21-24). The essential difference between 
the two situations lies in the nature of the prolongation im¬ 
plied by the melodic-motivic material. If the material im¬ 
plies a tonic prolongation, we can speak of a presentation 
that becomes looser as a result of the dominant pedal; if the 
material implies a dominant prolongation, we can speak of a 
theme that begins with a standing on the dominant (in place 
of a presentation or other initiating function). 

Internal Half Cadence 
(Dominant Arrival) 

As stated at the opening of this chapter, a subordinate 
theme ends with an authentic cadence in order to fulfill one 
of its primary functions—to confirm the subordinate key. 
Sometimes, a subordinate theme seems instead to end with 
either a half cadence or a dominant arrival. 54 The goal dom¬ 
inant may be further prolonged by a postcadential standing 


on the dominant. Although we recognize a certain sense 
of ending to the theme, we also know that a more conclu¬ 
sive authentic cadence must eventually follow. Since more 
subordinate-theme material will invariably be heard, we 
can speak of an internal half cadence (or internal dominant 
arrival) in a single subordinate theme. 55 

The appearance of an internal half cadence is most often 
motivated by how the transition ends. Most transitions 
modulate to the subordinate key and conclude there with a 
half cadence followed by a standing on the dominant, which 
builds up strong expectations for tonic resolution at the 
start of the subordinate theme. Sometimes, however, the 
transition does not modulate and closes instead on the dom¬ 
inant of the home key; the subordinate theme then begins 
directly in the subordinate key. In such cases, the absence of 
an emphasized subordinate-key dominant at the end of the 
transition is often rectified by an internal half cadence 
within the subordinate theme. 

There are two main strategies for how the subordinate 
theme proceeds following an internal half cadence: (1) a 
resumption of continuation or cadential function, which 
eventually leads to a perfect authentic cadence to close the 
theme, or (2) the introduction of a new basic idea in the 
context of an initiating function (usually a presentation 
phrase) to begin a second part of the subordinate theme. 








example 8.15 Haydn, String Quartet in B Minor, Op. 64/2, i, 13-22 


[Transition] Subordinate Theme 1 

standing on the dominant 



Subordinate Theme 2 



example 8.16 Mozart, Piano Sonata in D, K. 576, iii, 22-50 

[Trans, (non mod.)] Subordinate Theme 1 

standing on the dominant presentation 



A 6 V — 


[Tic 1 

(internal) 


continuation (new) 



i v;j I 6 Vj 



1 16 
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Resumption of continuation or cadential function. The 
idea of a half cadence “internal” to a single subordinate 
theme is well expressed when the dominant is followed by 
farther continuation. In the absence of any new initiating 
idea, there is little sense that another theme is beginning. 
The continuation eventually leads to a cadential unit of some 
kind to close the theme. In some cases, a continuation is by¬ 
passed, and the internal half cadence may be followed di¬ 
rectly by a cadential function (see ahead ex. 10.7b, m. 68). 56 

example 8.16: A nonmodulating transition ends with a half ca¬ 
dence (m. 23) of the home key, D major, and a three-measure 
standing on the dominant ensues. The subordinate theme then be¬ 
gins directly in the subordinate key of A major with the basic idea 
from the main theme sounding in the left-hand part. The repeti¬ 
tion of the idea in the following two measures creates a presenta¬ 
tion phrase, whose subsequent continuation leads to an internal 
half cadence at measure 34 and ten measures of standing on the 
dominant. 

When the dominant finally resolves to tonic at measure 44, the 
material that follows has more the character of a continuation than 
of a new beginning. The ideas are brought in one-measure units; 
the prolonged tonic is placed in the less stable first-inversion posi¬ 
tion alternating with V}; and the triplets maintain the same rhyth¬ 
mic figures introduced in the second part of the standing on tire 
dominant. Sequential activity beginning in measure 46 further ex¬ 
presses continuation function, which culminates in the cadential 
idea of measures 49~50. 57 

New initiating function, two-part subordinate theme. 
When a subordinate theme leads to a half cadence, which is 
then followed by a new initiating function (presentation, 
compound basic idea), the listener may well believe that an 
entirely different subordinate theme has begun (and that 
the first subordinate theme has ended with a half cadence). 
Such a view is not unreasonable. But if we want to maintain 
the idea that a subordinate theme must end with a perfect 
authentic cadence—and there are many good reasons for 
doing so—then the interpretation of two different subordi¬ 
nate themes for the situation just described must be modi¬ 
fied. 58 In its place, the notion of a two-part subordinate theme 
may be introduced and defined as follows: in a two-part 
subordinate theme, the first part ends with a half cadence, 
which may be followed by a standing on the dominant; the 
second part begins with a new basic idea, which is usually 
incorporated into a presentation or a compound basic idea 
and which eventually leads to perfect authentic closure for 
the entire theme. 

example 8.17: After a nonmodulating transition ending with a 
half cadence in the home key, the subordinate-theme group begins 
on the second beat of measure 74 in the subordinate key of E 
major. A normal presentation phrase leads to a compressed contin¬ 
uation ending with a half cadence in measure 80. (Here, the inter¬ 
nal half cadence is, exceptionally, not followed by a standing on the 
dominant.) A completely new basic idea then initiates a second 


part to this subordinate theme. 1 'his part is organized as a sixteen - 
measure sentence, whose compressed continuation phrase ends 
with a perfect authentic cadence in measure 94 (see ex. 8.10). The 
cadential component is then repeated to bring the theme to a close 
in measure 98. 

The way in which the cadential endings of the two parts relate 
to each other clearly creates a certain “antecedent-consequent” 
expression (i.e., half cadence in m. 80, perfect authentic cadence jri 
mm. 94 and 98). Yet to regard the overall structure of the subordi¬ 
nate theme as a period of any kind would do violence to the funda¬ 
mental definition of this theme-type: too many other characteris¬ 
tics of periodic organization are lacking, especially the notion that 
the consequent “repeats” the antecedent (by beginning with the 
same basic idea). 

Following traditional notions of form, some analysts might see 
the true “second subject” as beginning in measure 81 because of 
the catchier tune and because that idea was also found in the open¬ 
ing ritornello (m. 20). 59 But this view ignores the fact that mea¬ 
sures 74- 80 reside entirely in the new key. Thus for tonal reasons, 
as well as phrase-structural ones, this passage is consistent with the 
definition of a subordinate theme (first part) and should not be re¬ 
garded as belonging to the transition. (See also the discussion of 
this example in chap. 17). 60 

Not every passage involving an expansion of dominant 
harmony in a subordinate theme can be considered an in¬ 
ternal half cadence and standing on the dominant. For ex¬ 
ample, the dominant of an expanded cadential progression 
(such as ex. 8.11,111m. 61-64) functions as the penultimate 
harmony of the progression, not the ultimate harmony, as is 
the case with a half cadence. Other dominant expansions, 
not belonging to a cadential progression, may arise without 
necessarily representing an internal half cadence and stand¬ 
ing on the dominant. 

example 8.12: The harmony in the second half of measure 74 is 
the dominant-functioning VIIs. This harmony is then expanded 
for nine additional measures, after which the I 6 of measure 84 sig¬ 
nals the onset of the cadential progression. Does the diminished 
seventh chord of measure 74 mark a dominant arrival, and is the 
subsequent prolongation of that harmony a standing on the domi¬ 
nant? No, because measure 74 does not represent the harmonic 
goal of the previous progression. In a broad stepwise-ascending 
pattern in the bass (which starts at the very beginning of the 
subordinate theme), the VIIs functions as a passing chord between 
I (m. 72) and I 6 (m. 84). 

The highly dramatic gesture associated widi this expanded di¬ 
minished seventh chord cannot go unnoticed. The harmonic stasis 
on a dissonant sonority, combined with violent disruptions of dy¬ 
namics and register, sets up powerful expectations for resolution, 
which is provided by the sixteenth-note flurry of the expanded ca¬ 
dential progression (mm. 84-85). 

Introduction to a Subordinate Theme 

As we saw in chapter 1, a main theme is sometimes pre¬ 
ceded by a brief introduction . The principal characteristics 



example 8.17 Mozart, Violin Concerto in A, K. 219, i, 71-89 


fTransition (non. mod.)] 


Subordinate Theme 1 (part 1) 


standing on the dominant 


presentation 



continuation compound basic idea 

b.i. 



compound basic idea (rep.) 
c.i. 



I 


Continuation 



ri 8 
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of this function are a prolongation of tonic harmony, an ab¬ 
sence of melodic profile (so as not to imply a basic idea), 
and a progressive dynamic. The beginning of a subordinate 
theme can also be preceded by a short introduction. Typi¬ 
cally, however, the underlying harmony is dominant, which 
is prolonged from the end of the transition and resolved to 
the tonic at the beginning of the subordinate theme. The 
opening measure of example 8.3 illustrates well the use of 
dominant prolongation at the basis of a thematic introduc¬ 
tion. In such cases, the composer usually separates the end 
of the transition from the introduction to the subordinate 
theme through such means as rests or marked dynamic and 
textural changes. Sometimes the dominant at the end of the 
transition resolves to tonic, which forms the basis of an in¬ 
troduction to the subordinate theme. 61 

One type of introduction typical of subordinate themes 
is created when tonic harmony and new accompanimental 
patterns start on the downbeat of the measure following the 
end of the transition; the basic idea then begins later in that 
measure, so that the downbeat of die next measure must be 
seen as the actual “first” measure of the theme. The open¬ 
ings of examples 8.7, 8.11, and 8.12 illustrate this technique. 
It is interesting to observe that this type of thematic intro¬ 
duction is rarely encountered with main themes, although 
the opening of Mozart’s Symphony No. 40 in G Minor, K. 
5 50, is a notable exception. 62 

Modal Shift 

Almost all subordinate themes reside in the major mode; 
even in minor-mode movements, the subordinate theme 
usually lies in the relative major. Nonetheless, a change 
from major to minor is frequently encountered within a 
subordinate theme (or theme group). 63 Such a modal shift 
introduces a broader spectrum of pitches and pitch rela¬ 
tionships and, similar to the use of chromaticism, creates a 
looser formal expression. That this modal shift can be con¬ 
sidered a loosening device is confirmed by the general ab¬ 
sence of this technique in tight-knit main themes. 64 

Except at the final cadence of the theme (or theme 
group), a modal shift can take place anywhere in a subordi¬ 
nate theme; however, the technique tends to occur in con¬ 
nection with continuation function. Among the examples 
discussed in this chapter, modal shifts can be found at the 
initial tonic of an expanded cadential progression (see ex. 
8.6, m. 26) and at the beginning of a second subordinate 
theme (see ex. 8.11, m. 50). 65 A modal shift is particularly 
dramatic when it occurs at the beginning of the subor¬ 
dinate theme (or theme group) (see ex. 8.12). 66 No matter 
where the modal shift takes place, the major modality is ul¬ 
timately restored, at least by the final cadence of the theme 
(or in the case of a theme group, by the cadence of the last 
theme). 67 


Tonicization of Remote Regions 

A shift to minor mode in the subordinate theme brings into 
play tonal regions, such as fill, t-VI, iA'II, and HI, that 
would otherwise be considered remote in a strictly major¬ 
mode context. The prominent tonicization of these regions 
is another loosening device typical of subordinate themes 
(but not of main themes). 

example 8.11: The second subordinate theme begins at the up¬ 
beat to measure 50 with a shift to the minor mode. An initiating 
phrase, which could be analyzed as either a compound basic idea 
or a presentation (see the circled notes), is followed by a continua¬ 
tion, whose descending fifth sequential progression leads the music 
into the S.VI region. The following passage, beginning at measure 
58, consists of an ingenious variation to an expanded cadential pro¬ 
gression, in which the typical bass-line ascent is actually found in 
the tenor voice (see the circled notes). A rewritten version of this 
progression (ex. 8.11b) inverts the chords to make the bass line 
more conventional. In this form, the augmented triad in measure 
58 can be understood as a chromatic variant of the initial cadential 
tonic. The following diminished seventh sonority substitutes for 
the pre-dominant built over the fourth degree in the bass. In 
Mozart’s actual placement of these chords (ex. 8.11a), we perceive 
that the sustained O in the bass voice implies a prolongation of 
i>VI throughout measures 58-59, thus reinforcing the tonicization 
of that region. The diminished seventh VIIs/V of measure 60 ob¬ 
scures any further sense of C major, but it is not until the arrival of 
the cadential six-four in the following measure that the music re¬ 
gains its tonal bearings firmly in the subordinate key of E major. 
(See also ex. 8.9, mm. 92-95, and ex. 8.12, mm. 60-70.) 

Modulating Subordinate Theme, 

“Three-Key Exposition” 

The most radical loosening of a subordinate theme by 
means of harmonic -tonal devices occurs when the theme 
begins in a key other than that in which it ends. Examples 
of such a modulating subordinate theme 6% are seen most: often 
in Beethoven and reflect this composer’s greater use of 
more far-reaching tonal relationships than those employed 
by Haydn and Mozart. 69 

In all cases of modulating subordinate themes, the goal 
subordinate key, that in which the theme closes with a per¬ 
fect authentic cadence, is the dominant region of the home 
key. The key in which the theme begins can vary, but the 
submediant region in major-mode movements and the me¬ 
diant (relative major) in minor-mode ones are. usually fa¬ 
vored. This initial key is already established by its dominant 
at the end of the transition. 

Some writers have recently adopted the expression three- 
key exposition to characterize such procedures. 70 But this 
term is somewhat of a misnomer. In the classical style, the 
“second” key, the one beginning the subordinate theme, is 
rarely confirmed as such by cadential closure. 71 Rather, this 
initial key functions more as an emphasized tonal region in 
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the broader modulatory process from the home key to tire 
true subordinate key (dominant). 72 

example 8.18: A very brief transition (shown in full in ex. 9.8) 
leads to the dominant of F (VI of the home key, At). A sudden for¬ 
tissimo outburst heralds a surprising shift to the major mode and 
initiates a four-measure model to begin the subordinate theme. 
The model is sequenced down a fifth into Bt (IV of VI), which 
functions as the pivot harmony (V) for the modulation to the true 
subordinate key, Et. The fragmentation in measures 43-48 is sup¬ 
ported by an expanded cadential I 6 . The rest of the cadential pro¬ 
gression in measures 49-50 brings the concluding perfect authen¬ 
tic cadence. Beethoven then writes a long closing section (mm. 
50-59) emphasizing root-position tonic. In so doing, he compen¬ 
sates for the complete absence of that harmony—and its attendant 
initiating function—within the structural boundaries of the modu¬ 
lating subordinate theme. 

example 8.9: The transition ends with a dominant arrival of El, 
the relative major of the home key and the normal subordinate key 
for works in the minor mode. The subordinate theme begins in 
measure 52 with a compound basic idea that is immediately re¬ 
peated to make a presentation. The idea begins to be repeated 
again but veers off instead to the supertonic region, where at mea¬ 
sure 64 the previous eight measures are sequenced one step higher. 
At measure 72 the music arrives on G minor (the mediant of El) 
with a single statement of the original basic idea. The following 
music is fully continuational and leads to an internal half cadence 
and standing on the dominant of G minor, the true subordinate key. 

The motivation for this internal half cadence is evident: be¬ 
cause of the theme’s modulatory structure and of how the subordi¬ 
nate key was approached, the dominant of the new key received no 
prior emphasis. 73 From measure 84 onward, Beethoven adopts 
both the strategies typically found after an internal half cadence. 
On the one hand, a new presentation phrase (mm. 84-87) suggests 
the beginning of a second part to the theme. On the other hand, 
this presentation immediately functions as a model for sequential 
repetition a fifth lower in measures 88-91, thus also expressing a 
resumption of continuation function. 74 


MULTIPLE SUBORDINATE 
THEMES 

The exposition section of a large-scale movement—one 
usually written in sonata, rondo, or concerto form—often 
features a group of subordinate themes. Conforming to the 
stylistic norms, each one of these themes ends with a per¬ 
fect authentic cadence in the subordinate key. 75 The use of 
multiple subordinate themes is one of the principal means 
for the classical composer to enlarge the formal dimen¬ 
sions of the musical composition, for a greater number of 
loosening techniques can be employed there than would 
be possible in the confines of a single theme. Indeed, the 
way in which such techniques are dispersed among the 
various themes of the group is usually of significant ana¬ 
lytical interest. 76 


The functional relationship among multiple subordinate 
themes is difficult to define, since the individual themes can 
exhibit such a wide range of formal expression. Therefore, 
an entirely neutral scheme of identifying the themes in a 
group is adopted here, in which they are simply numbered 
according to their order of appearance (i.e., first: subordi¬ 
nate theme, second subordinate theme). A more functional 
characterization of the various subordinate themes of a 
group awaits further research. 

To maintain rhythmic continuity among multiple subor¬ 
dinate themes, the end of one theme may elide with the be¬ 
ginning of the next theme. More precisely, the final tonic of 
the perfect authentic cadence functions simultaneously as 
the initial tonic of the subsequent theme. (Subordinate 
theme groups from this chapter featuring elision between 
themes can be seen in ex. 8.9, m. 102; ex. 8.10, m. 98; and 
ex. 8.12, m. 92,) 77 Such elision must be distinguished from 
what may be called accompanimental overlap, in which the 
moment of cadential arrival brings with it the new accom¬ 
panimental figuration of the next theme, but the first true 
downbeat of that theme does not occur until the beginning 
of the following measure. 78 (An accompanimental overlap 
can be seen in ex. 8.11, m. 49.) 

In some situations, it is not possible to characterize the 
individual themes making up a group as more or less loose 
in relation to one another. They simply contain a different 
set of loosening techniques. Frequently, however, one of 
the themes is distinctly more tight knit. This tight-knit 
theme often occurs in the first position within the group 
(especially in Mozart) but also may occupy a medial or final 
position. 79 

example 8.11: The first of two subordinate themes is constructed 
as a tight-knit sentence, whose continuation is compressed into 
three measures. The second subordinate theme begins in measure 
50 with the clarinet taking up the basic idea of the previous theme, 
but the change to the minor mode signals a looser organization. 
The music moves off in measure 54 toward a prominent toniciza- 
tion of IVI and significant cadential expansion. 80 

example 8.2: As discussed, the second subordinate theme begins 
in measure 92 with a four-measure presentation whose repetition 
elides with the continuation, which closes with a perfect authentic 
cadence in measure 104. Although repeating the presentation 
makes this theme somewhat looser than a simple eight-measure 
sentence, the resulting formal organization is significantly more 
tightly knit than the first subordinate theme (see ex. 8.12), with its 
chromatic sequences and cadential evasions. Indeed, emphasizing 
the presentation in the second subordinate theme compensates for 
the lack of an initiating function in the first subordinate theme. 

example 8.4: Following a very loose modulating theme (shown, 
in ex. 8.9), a considerably more tightly knit second subordinate 
theme helps provide stability and further confirmation of the true 
subordinate key, G minor. The theme takes the form of an eight- 
measure sentence, whose continuation phrase is repeated. 81 
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example 8.19 Mozart, Symphony No. 39 in E-flat, K. 543, ii, 53-69 
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CLOSING SECTION 

Traditional theories of form refer to a “closing theme,” 
which directly follows the “second subject” and brings the 
exposition to a close. Unfortunately, the concept of closing 
theme is usually not defined with any precision, and the 
term tends to be applied indiscriminately to a wide range of 
formal contexts. 82 In light of the categories established in 
this study, what is traditionally called a closing theme can 
most often be identified as either a true subordinate theme 
(usually the last of a group) or a collection of codettas fol¬ 
lowing the final subordinate theme. 85 Indeed, it is not nor¬ 
mally possible to identify a specific theme-type that should 
be considered a closing theme, as opposed to a subordinate 
theme. 84 For this reason, the notion of a specific closing 
“theme” is not adopted here; rather, the term closing section 
is used more specifically to label a group of codettas, just as 
this term is used elsewhere in this book. 85 

In movements containing a single subordinate theme, a 
postcadential closing section almost always follows the per¬ 
fect authentic cadence ending that theme. In movements 
containing a subordinate-theme group, the closing section 
follows the cadence ending the last theme of the group. 
Rarely is a closing section omitted from an exposition. 86 In 
this respect, subordinate themes differ from main themes, 
which only occasionally include a closing section. This dif¬ 
ference is the result of the greater energy built up in the 
course of achieving the cadential goal of a subordinate 
theme, compared with that typically generated by a main 
theme. Thus a subordinate theme almost always demands a 
postcadential passage either to dissipate the accumulated 
energy or, sometimes, to sustain that energy even further 
beyond the actual moment of cadential closure. 


A closing section usually contains several different 
codettas. 87 Typically, the first codetta is repeated and then 
followed by a second codetta, which may or may not be re¬ 
peated; a third codetta may then also appear. In such cases, 
the subsequent codetta is usually shorter than the previous 
one, thus creating phrase-structural fragmentation within 
the closing section. Indeed, a general sense of compression 
of musical material is usually expressed in a closing section, 
whereas expansions of ideas are rare. 88 

The melodic content of most closing sections contrasts 
markedly with the cadential ideas closing the theme. The 
material usually consists of conventionalized scalar or ar- 
peggiated patterns. On occasion, however, the codettas can 
establish more significant motivic references, especially 
when ideas from the main theme return to round out the 
whole exposition. 

example 8.7: The closing section begins at the upbeat to measure 
63 with a two-measure codetta clearly derived from die basic idea 
of the main theme (see ex. 5.5). The codetta is immediately re¬ 
peated, after which fragmentation brings a new one-measure 
codetta devoid of motivic content. 

Retransition 

The final codetta of the closing section is sometimes fol¬ 
lowed by a retransition, a passage that functions to modulate 
back to the home key and to lead smoothly to a repeat of 
the exposition. The material of the retransition sometimes 
grows directly out of the final codetta (see ex. 8.18, mm. 
60-61; see also ahead ex. 8.19, mm. 65-67). At other times, 
the content of the retransition is quite different from the 
closing section. On occasion, the retransition anticipates 
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main-theme motives in order to prepare for the repeated 
exposition. 

False Closing Section 

Within a subordinate-theme group, a true closing section 
appears only after the final theme of the group. The perfect 
authentic cadences of any of the prior themes, however, 
may be followed by material with the prominent character¬ 
istics of a codetta (i.e., tonic pedal, prolongation of tonic 
scale-degree in the soprano voice, a generally recessive dy¬ 
namic). The subsequent development of this material, how¬ 
ever, is revealed retrospectively to function as the beginning 
of a new subordinate theme. In most cases, the codetta-like 
idea can be reinterpreted as a basic idea, whose repetition 
creates a presentation phrase. In such situations, we can say 
that the new theme begins with a false dosing section. 

example 8.19: The cadence of the subordinate theme at measure 
54 elides with material of obvious codetta character. But the pas¬ 
sage proves to be a false closing section, because a genuine theme- 
type (an eight-measure sentence, compressed by one measure) 
emerges as a second subordinate theme. When the theme begins 
to be repeated at measure 60, Mozart shows that these same ideas 
can indeed function as codettas of a real closing section. 

(Given the highly imitative texture, it is difficult to say which of 
the various lines define the grouping structure of the second sub¬ 
ordinate theme: the clearest pattern is found in the first clarinet 
part, which projects a four-measure presentation phrase. This 
same melodic fragment also begins the real closing section that 
follows the theme.) 

example 8.6: The first subordinate theme (shown in ex. 8.15) 
ends with a perfect authentic cadence in measure 20. The follow¬ 
ing idea has the character of a codetta, as expressed by the tonic 
pedal and octave descent from the tonic scale-degree in the 
melody. Subsequent fragmentation over the tonic pedal further 
suggests a closing section. When the bass line starts to become 
more active in the second half of measure 23, however, we realize 
that a more fully developed thematic unit is in the making, and the 
evaded cadence at measure 26 destroys any lingering sense of a 
closing section. 

As just shown, the local phrase-structural context in measures 
20-21 suggests a closing section, even though subsequent events 
reveal it to be the beginning of another subordinate theme. But by 
taking a broader view, the listener might have predicted from the 
start that the closing section would prove false. A true closing sec¬ 
tion at measure 20 would have yielded a subordinate theme (see ex. 


8.15) that is shorter than the main theme, a violation of classical 
norms. Moreover, the subordinate theme would not have wit¬ 
nessed any cadential extension or expansion. Indeed, the material 
that follows the false closing section provides just this significant 
cadential emphasis. 


DYNAMIC CURVE OF 
SUBORDINATE THEME 

A subordinate theme (or theme group) usually features a dy¬ 
namic curve involving a fluctuation of progressive and reces¬ 
sive dynamics, with a distinct climax at some point in the 
theme. 89 As a general rule, the theme begins in a state of 
relative calm. Example 8.18 is exceptional, beginning as it: 
does with the surprising fortissimo chords. 90 In cases in 
which there is considerable rhythmic activity from the very 
start of the theme, the intensity is still usually soft (see exs. 
8.12 and 8.13). 

Most themes then feature a progressive dynamic leading 
to some high point near die end of the theme or even at the 
very moment of the cadential arrival. 91 Indeed, the major 
climax of the entire subordinate-theme area is usually asso¬ 
ciated with an expanded cadential progression. In concerto 
movements especially, the climax occurs where the increas¬ 
ing rhythmic activity reaches its highest state with the trill 
in the solo part just before the cadential arrival (see ex. 8.8, 
m. hi). This device is also found in other genres, where its 
appearance signals a concerto style (as in ex. 8.11, m. 64). 

The closing section can exhibit a variety of dynamic 
states. Most often, a recessive dynamic dissipates the energy 
built up for the cadential arrival (see ex. 8.2, mm. 104-16). 
In cases in which the closing section is relatively calm, the 
very final measures might suddenly return to forte in order 
to mark a decisive conclusion for the exposition (see ex. 
8.11, mm. 78-79). Another, somewhat less common, possi¬ 
bility is for the closing section to sustain the intensity 
achieved by the climax in die preceding cadential area, thus 
remaining highly charged to the very end of the exposition 
(see ex. 8.4, mm. 114-18). In the case of a false closing sec¬ 
tion, the music usually begins with a recessive dynamic, 
which helps give the impression that it is a closing section. 
However, as the music proceeds and we learn that it is actu¬ 
ally organized as another subordinate theme, a progressive 
dynamic takes over, and another climax is usually reached 
by the end of the theme (see ex. 8.6, mm. 32-34). 
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Transition 


At the heart of the tonal drama in the exposition of a full- 
movement form (sonata, concerto, rondo, etc.) lies the con¬ 
flict between the home key and its rival subordinate key. 
The formal functions of main theme and subordinate theme 
are responsible for establishing and confirming these tonal¬ 
ities. Standing between these functions is the transition, 
which serves to destabilize the home key so that the subordi¬ 
nate key can emerge as a competing tonality in the exposi¬ 
tion. 1 In addition, the transition loosens the form established 
by the tight-knit main theme, imparts greater rhythmic con¬ 
tinuity and momentum to the movement, and, especially to¬ 
ward its end, liquidates the characteristic melodic-motivic 
material in order to “clear the stage” for the entrance of the 
subordinate theme. 

Most often, the transition destabilizes the home key 
through the process of modulation, so that the home key is 
eventually given up and replaced by the subordinate key. 
But the transition need not modulate: if the main theme has 
tonic as its harmonic goal (by closing with an authentic ca¬ 
dence), the transition may undermine this tonal stability 
simply by leading to the home-key dominant, a decidedly 
weaker harmonic goal. These two tonal procedures charac¬ 
terize the main categories of transition, termed modulating 
and nonmodulating, respectively. A third category combines 
these two types into a single two-part transition. 

The harmonic goal of a transition is normally domi¬ 
nant—of the subordinate key, in the case of a modulating 
transition, or of the home key, in the case of a nonmodulat¬ 
ing one. This dominant may be articulated by a half ca¬ 
dence but may also appear in ways that are noncadential. 
The transition thus closes somewhat like the B section of a 
small ternary. 2 Unlike main and subordinate themes, a tran¬ 
sition need not end with a cadence. For this reason, it is 
not considered a genuine theme but, rather, a themelike unit 
within the exposition. 

As an integral unit of form, a transition is constructed 
out of the same intrathematic functions associated with 
main and subordinate themes. The sentential functions of 
presentation, continuation, and cadential are most com¬ 
monly employed. The periodic function of antecedent oc¬ 
curs now and then, 3 but a true consequent (which by its 


very nature must lead to a tonic goal, an authentic cadence) 
is seldom found. Although introductions are rare, a postca- 
dential standing on the dominant appears at the end of 
most transitions. As in the case of subordinate themes, the 
ternary functions of exposition, contrasting middle, and re¬ 
capitulation are not used in transitions (see chap. 8, n. 9). 

A transition is more loosely organized than its preced¬ 
ing main theme. 4 Many of the devices of formal loosening- 
described in the previous chapter are applicable to transi¬ 
tions—extended continuation, omission of initiating func¬ 
tion, modal shift, tonicization of remote regions, and ex¬ 
panded cadential progressions. Some of the loosening 
techniques associated with subordinate themes, however, 
are not appropriate to transitions. For example, a transition 
seldom begins with a standing on the dominant, since most 
main themes close with tonic harmony, which is usually 
continued into the beginning of the transition. 5 (Even when 
the main theme ends with dominant harmony, the transi¬ 
tion most always begins with tonic.) A string of evaded ca¬ 
dences, so common with subordinate themes, rarely is found 
in transitions, since this technique is connected with an im¬ 
pending authentic cadence, not with a half cadence ending a 
transition. Finally, transitions are often quite short, some¬ 
times lasting as little as four measures. 6 The massive expan¬ 
sions of form typical of subordinate themes are seldom en¬ 
countered with transitions. 

In comparison with main themes, transitions less often 
contain melodic material that would be characterized as 
tuneful (except, of course, when beginning with the preced¬ 
ing main-theme material). 7 Rather, they frequently feature 
“passage-work”—arpeggiations and scale patterns project¬ 
ing a “brilliant style.” 8 Transitions are often the first place in 
the movement where a continuous rhythmic accompani¬ 
ment (such as an “Alberti” bass) is employed. Furthermore, a 
transition is typically characterized by a significant increase 
in dynamic intensity and forward drive. Indeed, the begin¬ 
ning of the transition is often the moment when the move¬ 
ment seems to be “getting under way.” The frequent use of 
structural elision with the end of the main theme and a sud¬ 
den change from piano to forte also helps create the impres¬ 
sion of high energy at the beginning of die transition. 
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example 9,1 Mozart, Violin Sonata in C, K. 403/385C, i, 1-9 
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MODULATING VERSUS 
NONMODULATING TRANSITION 

Most transitions can be divided into two main categories 
based on their underlying tonal structure. The majority of 
transitions modulate from the home key to the subordinate 
key, although a significant minority remain in the home 
key. Both types end with dominant harmony and feature 
similar loosening techniques. (Two -part transitions, which 
combine a nonmodulating and modulating transition, make 
up a third category, described at the end of this chapter.) 

Modulating Transition 

The most thorough way of destabilizing the home key is to 
abandon it entirely by modulating to the subordinate key. 
Each movement finds its own specific way of modulating, 
but some general procedures are regularly encountered. 9 

In major-mode movements, the subordinate key (almost 
always the dominant region of the home key) is usually 
reached by means of a pivot-chord modulation. A simple 
pivot sees the home-key tonic becoming the subdominant 
of the subordinate key, which then can move easily to the 
dominant. 10 Often, there is a prominent move to VI, which 
pivots to become a pre-dominant II in the subordinate 
key. 11 Sequential progressions also are effective in creating a 
smooth modulation to the new key. 12 

In minor-mode movements, the modulation to the rela¬ 
tive major (the conventional subordinate key) frequently in¬ 
volves reinterpreting VI as IV, which then progresses to V. 
Another common pivot sees IV in the home key becoming 
II in the new key. 13 If the subordinate key is the minor 
dominant, then the modulation usually takes place along 
lines similar to major-mode movements. 

Nonmodulating Transition 

The primary function of a transition—to destabilize the 
home key—can be achieved without necessarily abandon¬ 
ing that key. If the main theme ends with tonic harmony of 
an authentic cadence, the home key can still be significantly 
weakened by allowing the transition to conclude on domi¬ 
nant harmony. The subordinate theme then begins directly 
in the subordinate key. 14 Nonmodulating transitions are 
found most often in major-mode movements, since the final 
dominant can simply be sustained as the tonic of the new 
key. 15 

example 9.1: The main theme, built as an eight-measure sentence 
(R = V2N), ends with a perfect authentic cadence in measure 4. 
The theme begins to be repeated in the following measures, but 
when the sentence closes instead with a half cadence, we perceive a 
distinct weakening of the home key in a manner that suggests tran¬ 
sition function. The G-major harmony from die end of measure 8 


is continued at the start of the next thematic unit, but this har¬ 
mony now is fully interpreted as tonic of the subordinate key. We 
can thus hear this new unit as a subordinate theme and confirm 
our suspicions that the preceding unit is a nonmodulating transi¬ 
tion. (The possibility of hearing measures 1-8 as a “reversed pe¬ 
riod”—a consequent followed by an antecedent—is considered 
shortly in connection with transitions that begin with main theme 
material.) 16 

If the main theme closes with a half cadence, a nonmod¬ 
ulating transition is not normally used: a second ending on 
the dominant of the home key would not, in itself, repre¬ 
sent a destabilization of that key. 17 

Because a nonmodulating transition does not bring the 
dominant of the new key before the beginning of the subor¬ 
dinate theme, an internal half cadence and standing on the 
dominant often appear in the subordinate theme proper 
(see chap. 8). 

BEGINNING THE TRANSITION 

Most transitions open in one of four main ways: with new 
material supported by the home-key tonic, with the open¬ 
ing material of the main theme, with a false closing section 
made up of codettas to the main theme, or with a sudden 
shift to a nontonic region of the home key. The first two 
procedures account for the majority of transitions; the third 
and fourth procedures are less common. The choice of be¬ 
ginning depends to some extent on the structure of the pre¬ 
ceding main theme (group), especially how it ends. 

New material. Many transitions in the classical literature 
begin with new material supported by the home-key tonic. 
This opening is commonly used after the main theme has 
closed with a perfect authentic cadence, less often after a 
half cadence. At first, the listener cannot be sure whether 
the new material represents a transition or possibly a sec¬ 
ond main theme, for only the subsequent modulation to the 
new key or a goal dominant in the home key can confirm 
that a transition has indeed been under way. (A second main 
theme would close with another perfect authentic cadence 
in the home key.) 18 

example 9.2: The transition opens in measures 7-8 with a new 
two-measure basic idea. To be sure, this “new” idea clearly derives 
from the opening basic idea (ex. 9.2b, mm. 1-2), in that it consists 
of a scalar descent and closes with the same rhythmic gesture. Yet 
the melodic scale-degrees, the harmonic support, and the accom- 
panimental setting of measures 7-8 (ex. 9.2 a) are sufficiently dif¬ 
ferent to project the sense of a new beginning (of the transition) 
rather than a repetition (of the main theme). 19 

Main-theme material. This opening is typically em¬ 
ployed when the main theme ends with a half cadence. In 



example 9.3 Beethoven, Piano Sonata in G Minor, Op. 49/1, i, 1-17 
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example 9.4 Haydn, Piano Trio in E-flat, Hob. XV:30, i, 15-44 
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such cases, we have the initial impression that the main 
theme is not yet over. Since the half cadence can be heard 
to close an antecedent unit, the return of the opening basic 
idea implies the start of a consequent. When the music no 
longer corresponds to the antecedent and modulates to the 
new key, we understand in retrospect that the return of the 
basic idea marked the beginning of the transition and that 
the half cadence truly closed the main theme. 20 

example 9.3: The half cadence in measure 8 closes a simple sen¬ 
tence. The sentence begins to be repeated, thus suggesting the for¬ 
mation of a sixteen-measure period. But the modulation at mea¬ 
sure 12 and the ending with another half cadence at measure 15 
prompt the listener to reinterpret the first sentence as a main 
theme and the second sentence as a transition. 

Analysts might be tempted to locate the beginning of the tran¬ 
sition at measure 12, the moment when tire “consequent” ot the 
main theme departs from its course and the modulation takes 
place. To be sure, this moment marks the end of main-theme ma¬ 
terial, but from a more strictly formal point of view, this moment 
represents neither an end (of the main theme) nor a beginning (of 
the transition). Rather, measure 12 stands very much in the middle 
of a formal process, one that clearly begins at measure 9. 21 

The strategy of beginning the transition like a repetition 
of the main theme can also be used when the latter has 
closed with an authentic cadence. Frequently in such cases, 
the beginning of the transition elides with the end of the 
main theme. 22 If the transition is nonmodulatory, the com¬ 
bined main theme and transition can sometimes give the 
impression of being a kind of “reversed period” (i.e., a con¬ 
sequent followed by an antecedent). 23 

example 9.1: As discussed, the opening four measures are con¬ 
structed as a sentence (R = MN) ending with a perfect authentic ca¬ 
dence. The sentence is repeated in the following four measures but 
ends this time with a half cadence in measure 8. The overall struc¬ 
ture suggests a sixteen-measure period whose constituent func¬ 
tions have been reversed. This use of phrase functional labels is fine 
as far as it goes, but it leaves open the question of how logical it 
can be for the composer simply to reverse syntactical units. When 
we recognize that the two units have specific thematic functions, 
namely that of a main theme followed by a nonmodulating transi¬ 
tion, then the formal syntax becomes more convincing. Some de¬ 
tails of pitch structure in this example suggest that “re-reversing” 
the units into a normative antecedent-consequent succession 
would not be entirely satisfactory. Note that the second unit intro¬ 
duces a number of chromatic embellishments (the A!, at the end of 
m. 6; the F# and B!> in m. 7). This chromatically inflected ante¬ 
cedent would unlikely be followed by a purely diatonic consequent 
of a regular period. Thematically, however, the chromaticism con¬ 
tributes to destabilizing the home key, thus helping to fulfill one of 
the central functions of a transition. 24 

False closing section. A main theme that ends with a 
perfect authentic cadence can be followed by a closing 


section consisting of codettas. When this occurs, the end 
of the closing section and the subsequent beginning of 
the transition usually are separated by a distinct break in 
rhythmic motion. 25 On occasion, however, such codettas 
merge directly into material that no longer seems part of a 
closing section but, rather, is more typical of a transition. 
In these cases, the codettas appear at first to have a post- 
cadential function in relation to the main theme, but they 
are then understood retrospectively to initiate (usually as 
a presentation) the transition proper. We can thus speak 
of the codettas forming a false closing section, as defined 
in the previous chapter in connection with subordinate 
themes. 

example 9.4: 'The main theme doses with a perfect authentic ca¬ 
dence on the downbeat of measure 16. At this same moment, the 
violin sounds a new two-measure idea of obvious codetta character 
and repeats it in measures 18-19. The piano then takes over the 
same music in a somewhat embellished manner at measure 20. Just 
before reaching completion, however, the music moves off to VI 
(m. 24), which signals that the preceding passage, which seemed 
like a closing section to the main theme, functions instead as the 
beginning of the transition. 26 

It sometimes is difficult to determine whether codetta 
material forms a genuine closi ng section to the main theme 
or a false closing section to begin the transition. In such 
cases, an analysis of the grouping structure can be helpful. 
As a general rule, the structural beginning of a thematic 
unit brings a moderate-size unit: (two to four measures in 
length). However, the presence of small, fragmented units 
normally represents a thematic continuation, rarely a new 
beginning. Therefore, if the codettas in question are fol¬ 
lowed by a larger unit, they probably belong to a separate 
closing section independent of the transition, whose begin¬ 
ning is articulated by the new, larger group. But if the 
codettas are followed by a smaller unit, they probably form 
a false closing section to begin the transition. 

example 9.5: The end of the main theme on the downbeat of 
measure 8 leads directly into material that has the standard charac¬ 
teristics of a codetta, including a typical pedal-point prolongation 
of the tonic that emphasizes the subdominant (cf. the paradigm in 
ex. 2.1b). The resulting four-measure closing section can, however, 
be reinterpreted as a presentation phrase to begin the transition 
when, at measure 12, the fragmentation into one-measure units 
and the sudden acceleration of surface rhythm clearly express con¬ 
tinuation function. 

Nontonic region. Most transitions begin with tonic of the 
home key to provide a firm footing for the later destabiliza¬ 
tion of tonality. In some compositional contexts, however, 
harmonic stability at the opening of the transition might be 
unnecessary or even redundant. If the main-theme area 
strongly emphasizes tonic harmony—through the use of a 
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closing section or multiple main themes (or both)—the 
transition may begin directly in a nontonic region of the 
home key in order to advance the process of tonal destabi¬ 
lization. 

The nontonic region used in the majority of cases is the 
submediant. This harmony is particularly effective because 
it creates an immediate modal contrast and can easily func¬ 
tion as a pivot to the new key. Yet at the same time, VI con¬ 
tinues to function as a tonic substitute, thus making it an 
appropriate harmony to project a sense of formal initiation 
for the transition. 

example 9.6: The main-theme group consists of two themes, 
each ending with a perfect auchentic cadence. Moreover, the ca¬ 
dence of the second main theme (mm. 19-20) is followed by two 
codettas of one measure each. As a result of this emphasis on the 
home-key tonic, it is not surprising that the transition starts 
with VI at measure 23. That this moment represents a new be¬ 
ginning is made clear by the change from one-measure codettas 
(mm. 21-22) to a four-measure compound basic idea (mm. 
23-26) and by the abrupt shift to forte dynamic and Sturm und 
Drang style. 27 

Unusual Beginnings. Whereas the majority of transitions 
begin in the ways just described, some different procedures 
are employed now and then. Three, in particular, occur fre¬ 
quently enough to warrant illustration. 

1. Beginning with the cadential idea of the main theme. 

example 9.7: The main theme closes with a perfect authentic ca¬ 
dence in measure 16; the true melodic line lies in the second vio¬ 
lin (the alto voice in mm. 15-16). (The first violin plays a newly 
added subsidiary idea.) The transition begins by repeating the ca¬ 
dential gesture in measures 17-18 and develops this idea all the 
way until the half cadence at measure 24. The accompanying 
voices sound the head motive “a” from the basic idea of the main 
theme. 28 

2. Beginning like a previous B section. 

example 9.8: The main theme is constructed as a small ternary 
(see ex. 6.10). The upbeat to measure 29 brings back music from 
the beginning of the contrasting middle (one octave higher) and 
thus suggests that the B and A' sections might be repeated, as 
sometimes happens in the rounded binary version of the small 
ternary form. But the supporting V 7 /VI harmony, which gave the 
impression of being the “wrong” dominant back at measures 10-15, 
now serves as the “real” (and only!) harmony of the transition. 

The use of a single harmony in a transition is most unusual. 
Beethoven compensates for the lack of harmonic progression by 
writing a subordinate theme that, as discussed in the previous 
chapter, creates a more definite sense of modulation (see ex. 8.18). 
In this respect, the modulating subordinate theme also possesses 
a degree of transition function. 29 


3. Beginning like an A' section. 

example 9.9: Measures 1-8 and 9-18 make up the exposition 
and contrasting middle of a small ternary. (The internal organiza¬ 
tion of the exposition is most unconventional, especially since it is 
not even clear that it closes with a perfect authentic cadence; in 
light of what follows, however, the opening eight measures must: 
be interpreted as an A section.) The return to the basic idea at: 
measure 19 signals an obvious recapitulation, one that would nor¬ 
mally bring an authentic cadence to close the main theme. But the 
melodic D# in measure 22 steers the music toward the subordinate 
key, and the section closes instead with a half cadence in measure 
29. The recapitulation of the ternary is thus left incomplete, and 
we understand retrospectively that the functional beginning of a 
modulating transition occurs at measure i9.- ,() 

ENDING THE TRANSITION 

The close of the transition is often marked by a liquidation 
of melodic-motivic material, a reduction in texture, and 
sometimes (but not always) a break in rhythmic activity to 
set off the entrance of the subordinate theme. The final 
harmony is a dominant—of either the subordinate key or 
the home key. Most often this dominant arises in a half- 
cadential progression, and the appearance of that harmony 
creates a genuine half cadence. .Sometimes the dominant 
cannot be considered cadential because it is inverted, con¬ 
tains a dissonant seventh, or does not correspond to the 
“end” of the prevailing phrase-structural processes. At 
other times, the final dominant does not even belong to a 
recognizable cadential progression but comes instead as the 
last link of a sequential chain. In very few cases, the domi¬ 
nant, by resolving quickly and without interruption to the 
tonic at the beginning of the subordinate theme, is not per¬ 
ceived as an “arrival” of any kind. 

The final dominant of the transition is usually given 
temporal emphasis in order to arouse the listener’s expecta¬ 
tion for a tonic resolution. A number of techniques can be 
used to stretch out the dominant in time. Most often a 
standing on the dominant bringing new melodic-motivic 
material either follows, or elides with, the half cadence. A 
somewhat different way of creating a standing on the domi¬ 
nant consists of repeating the half-cadence idea several 
times in succession. In those instances when the final domi¬ 
nant is not created out of a half-cadential progression, the 
dominant is often elongated (sometimes with a fermata) rel¬ 
ative to the prior harmonies in order to give an impression 
of being an “ending” harmony nonetheless. 

The following discussion of transition endings is orga¬ 
nized along a continuum of possibilities from the clearest: 
half-cadential articulation at one extreme to the complete 
absence of a concluding function at the other extreme. 
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Half Cadence 

A transition can be concluded most definitively by means of 
a half cadence. According to the rule, the dominant of a half 
cadence must initially appear as a triad in root position. A 
subsequent prolongation, however, may introduce a disso¬ 
nant seventh and invert the harmony. The half cadence 
closing a transition is usually followed by a postcadential 
standing on the dominant, one that may become highly ex¬ 
tended. Sometimes, and especially in slow movements, a 
standing on the dominant is omitted, and the subordinate 
theme immediately follows the half cadence (see ex. 9.1, m. 
8, and ex. 9.3, m. 15). 

example 9.7: The transition closes with a half cadence in measure 
24. The subsequent standing on the dominant features accented 
neighboring chords built over the lowered sixth degree of the new 
key. Although the melodic line at the end of the transition leads 
decisively to a tonic harmony at measure 34, this moment must not 
be interpreted as an imperfect authentic cadence. The harmony 
prolonged from measure 24 on is the ultimate dominant of a half- 
cadential progression, not a penultimate dominant of an authentic 
cadential progression. 

example 9.10: The modulation to F major occurs immediately at 
the start of the transition, and the new key is confirmed by the 
half-cadential progression beginning with I 6 in measure 20. The 
half cadence at measure 22 is then followed by a multiphrase 
standing on the dominant. The first phrase (mm. 22-25) consists 
of two repetitions of the cadential idea itself. The second phrase 
(mm. 26-29) features a change to triplet rhythm in the upper part 
and the use of neighboring secondary dominants. The final phrase 
(mm. 30-32) further accelerates the rhythm by means of sixteenth 
notes and introduces the dissonant seventh. 

Because the cadential arrival at measure 2 2 is immediately fol¬ 
lowed by repetitions of the half-cadential idea, the sense of an end¬ 
ing at that measure is somewhat weakened. Indeed, the listener 
who focuses primarily on melodic and textural content might well 
believe that the change of material at measure 26 marks the struc¬ 
tural close of the transition. But the harmonic content clearly 
points to measure 22 as the true cadence establishing closure. This 
discrepancy between the cadential arrival and a melodic-motivic 
change is a loosening trait typical of transition sections. Even more 
obvious discrepancies of this kind are considered shortly in con¬ 
nection with premature dominant arrivals. 

One might object to the reading of a cadence in measure 22 by 
comparing these repeated half-cadence ideas with the “one more 
time technique,” a situation in which a true authentic cadence 
does not occur until the final repetition. But the latter technique 
involves cadential evasion, in which the final harmony of the ca¬ 
dential progression is not understood to arrive (and thus to define 
cadential closure) until the last repetition. In the case of the re¬ 
peated half-cadence ideas of this transition, the dominant har¬ 
mony on the downbeat of measure 22 is perceived as the final har¬ 
mony of the progression (and not at all as an initial harmony), 
thus marking a cadential arrival at that point. (See also ex. 1.7, 
mm. 16-20.) 31 


Dominant Arrival 

Unlike a main theme or a subordinate theme, a transition 
need not necessarily end with a cadence. In some cases, a 
half-cadential progression is present, but for a variety of 
reasons, the appearance of the final dominant fails to create 
a true cadence. In other cases, a cadential progression is ab¬ 
sent, yet the final dominant still gives the impression of 
being an ending harmony. As explained earlier in chapter 6, 
the term dominant airival distinguishes such situations from 
actual half cadences. 

Presence of a cadential progression. Various factors can 
obscure, or even destroy, true cadential closure even when a 
half-cadential progression is present at the end of the tran¬ 
sition. 

example 9.2: A pre-dominant II s in measure 9 leads in the follow¬ 
ing measure to a cadential six-four. In a typical half cadence, the 
six-four would resolve quickly to a five-three, and the moment of 
cadential arrival is easily associated with the entrance of the root of 
the dominant in the bass voice (i.e., with the appearance of the 
six-four chord) (see ex. 9.1, m. 8). In this example, the six-four 
chord is itself prolonged (by neighboring dominant sevenths) for 
more than two measures before resolving to the five-three posi¬ 
tion on the second beat of measure 12. The resulting noncongru¬ 
ence of the harmonic arrival (m. 10) and the melodic-motivic ar¬ 
rival (m. 12) obscures the sense of half cadence, and since the 
dominant harmony appears before the end of the phrase unit, we 
can speak of a premature dominant arrival in measure 10. (See also 
ex. 8.14, m. 36.) 

example 9.5: A half-cadential progression may sometimes consist 
simply of I moving directly to V (as in ex. 4.3, m. 4). The very end 
of the transition (m. 16) brings such a progression, and so we 
might be tempted to recognize a half cadence at that point. But the 
preceding music, from as early as measure 12, also contains a series 
of I-V progressions, and accordingly, we might ask whether they 
create half cadences as well. Since the chords in the second half of 
measures 12 and 13 clearly function as subordinate harmonies that 
help prolong tonic from the beginning of the transition, these 
dominants cannot represent moments of half cadence. The same 
could initially be said for the dominant on the third quarter-note 
beat of measure 14. But the following tonic, coming as it does “too 
early” in comparison with the pattern of alternating harmonies set 
up thus far, seems to be subordinate in a dominant prolongation 
continuing into measures 15 and 16. The dominants in these mea¬ 
sures have the potential of being final chords of a half cadence, but 
none can claim any special cadential status over the others. On the 
contrary, the music in these measures sounds like a standing on the 
dominant. According to this interpretation, a half cadence would 
appear with the dominant on the second half of measure 14. But as 
we observed, this dominant sounds like a primary harmony only in 
retrospect, for on its first appearance, it seems subordinate to a 
tonic prolongation. The change in melodic-motivic material at 
this moment, however, at least supports the notion of a dominant 
arrival, if not a clear-cut half cadence. 32 
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Absence of a cadential progression. The final dominant of a 
transition is not always achieved by a genuine half-cadential 
progression. Sometimes the progression is in the making 
but fails to be fully realized because the final dominant in¬ 
cludes a dissonant seventh. 33 At other times, a cadential 
progression is not even implied when the final dominant 
appears. In both cases, the dominant can appear to be an 
ending harmony nonetheless, because (among other possi¬ 
bilities) it may mark what sounds like the beginning of a 
standing on the dominant, it may feature liquidation and a 
reduction in texture, or it may be especially elongated rela¬ 
tive to its preceding harmonies. 

example 9.11: The goal dominant of the transition arrives at mea¬ 
sure 61 in a noncadential manner by appearing in first inversion. 
Immediately thereafter, the bass takes up die root of the harmony, 
which is prolonged for eleven measures (only three of which are 
shown in the example). The complete change of musical material 
following the dominant arrival gives the impression of being a 
typical standing on the dominant, despite the lack of cadential 
articulation. 

Note that the dominant initially appears in first inversion, for 
specific motivic reasons. The main theme (ex. 9.11b) features a 
prominent descending third motive in measures 36-37 (see circled 
notes), which is repeated in measures 40-41. The latter version is 
then chromatically altered in measures 60-61 of the transition (ex. 
9.11a). Moreover, this same motivic pattern is also played out at a 
higher level, shown by the circled downbeats of measures 57, 59, 
and 61. 

example 9.12: The downbeat of measure 89 is initially heard as I, 
which completes the tonic prolongation of the presentation begun 
at measure 81. (The transition of this movement starts earlier at 
m. 65 and consists largely of new material supported by extensive 
tonic prolongations.) The rest of measure 89 is interpreted as 
II3/III (in the new key of F major), and this harmony initiates a de¬ 
scending fifth progression, which supports model-sequence tech¬ 
nique (somewhat modified) in measures 89-92. The last harmonic 
link in the sequential progression is the dominant of the subordi¬ 
nate key at measure 92, which then emerges as the final, nonca¬ 
dential harmony of the transition. The ongoing melodic activity, 
however, is not concluded until measure 95, after which new mate¬ 
rial appears for the standing on the dominant. Since the harmonic 
goal precedes the melodic goal, we can speak of a premature dom¬ 
inant arrival at measure 92. 34 

Omission of Concluding Function 

Now and then, the final dominant of a transition gives no 
sense of being an ending harmony whatsoever. The domi¬ 
nant does not appear to be the goal of the progression; it 
receives no emphasis; and it resolves directly to tonic at the 
beginning of the subordinate theme with little or no rhyth¬ 
mic break. With a minimal sense of functional end for the 
transition, it can be difficult sometimes to determine just 
where the subordinate theme begins. Usually, however, the 


composer provides some means of expressing a beginning, 
such as the appearance of a new basic idea in the context of 
a presentation phrase. 35 

example 9.13: Most of the transition consists of brilliant passage- 
work prolonging the tonic of the home key. (Note the unusual use 
of three different presentation phrases to project this lengthy pro¬ 
longation.) At measure 28, the move to VI provides a pivot for 
modulating to the subordinate key, whose dominant appears one 
measure later. This dominant does not seem to mark any kind of 
“ending” whatsoever as it moves directly to the tonic in the follow¬ 
ing measure. At that point, the basic idea from the main theme re¬ 
turns in the lower voice, supported by a solid tonic prolongation in 
the new key. Listeners familiar with Haydn’s practice of beginning 
subordinate-theme groups with a transposed version of the main 
theme’s basic idea could likely believe this to be the case here, even 
though the transition lacks a specific concluding function. And in¬ 
deed this interpretation would be correct, since at no later point in 
the exposition can a stronger sense of structural beginning for the 
subordinate theme be found. 36 

The lack of a concluding function for a transition may 
produce a subordinate theme containing an internal half ca¬ 
dence and a subsequent standing on the dominant. The 
dominant emphasis missing from the end of the transition 
is thus regained in the subordinate theme itself. 

example 9.14: The transition begins in measure 19 with a two- 
measure idea from the opening of the main theme. The idea is 
then repeated in the bass voice, now supported by the dominant of 
the subordinate key. By die end of measure 22, the listener does 
not expect this dominant to be the goal harmony of die transition: 
there is no cadential articulation, no standing on the dominant, 
and no temporal extension. Moreover, a repetition of a two-measure 
idea (mm. 21-22) tends to reinforce formal initiation, not create 
formal closure. Nevertheless, the following material clearly ex¬ 
presses the sense of a new beginning by bringing a presentation 
phrase supported by a root-position tonic in the subordinate key. 
There is no reason, therefore, not to consider measure 23 the start 
of the subordinate theme, even though the transition lacks a func¬ 
tional end. Since the transition accords no emphasis to the domi¬ 
nant of the subordinate key, we are not surprised to find the con¬ 
tinuation of the subordinate theme leading to an internal half 
cadence at measure 30. The second part of the subordinate dieme 
then begins at measure 36 with a new idea, now supported by the 
less stable I 6 . 37 

TWO-PART TRANSITION 

The process of tonal destabilization sometimes takes place 
in two distinct stages, thus yielding a two-pai't transition. 
Following a main theme ending with a perfect authentic ca¬ 
dence, the first part of the transition leads to a half cadence 
(or dominant arrival) in the home key, just as in a single 
nonmodulating transition; the second part then modulates 
to the subordinate key. 
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example 9,14 Mozart, Piano Sonata in C Minor, K. 457, i, 17-37 
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example 9.4: The first part of the transition begins with a false 
closing section to the main theme and leads to a half cadence in 
the home key at measure 26. A second part then begins at measure 
33 with V 7 /VI, whose resolution pivots to tonicize II of the subor¬ 
dinate key. The transition then ends at measure 37 with a half ca¬ 
dence, which elides with a standing on the dominant. 38 

Frequently, the second part of a two-part transition be¬ 
gins with the basic idea of the main theme supported by 
the home-key tonic. The resulting structure then resembles 
the case in which what seems to be a small-ternary recapitu¬ 
lation is retrospectively understood as the beginning of the 
transition (see the discussion of ex. 9.9). The fundamen¬ 
tal difference between these two situations depends on 
whether the passage leading to the dominant of the home 
key is understood as a contrasting middle or as the first part 
of a transition. In many cases, the former interpretation 
must be ruled out because of the fundamental principle 
prohibiting a B section from eliding with its preceding A 
section. 

example 9.15: Measure 16 brings a perfect authentic cadence to 
close the main theme. The following unit begins with a false 


closing section and leads to a half cadence in the home key (m. 
24) and a long standing on the dominant. Measure 32 brings 
back the basic idea of the main theme (see ex. 9.15b), but rather 
than following it with a contrasting idea, the basic idea is re¬ 
peated twice (ex. 9.15a, mm. 32-35). (Two additional statements 
of the idea appear through imitation, shown in the lower set of 
brackets.) New material at measure 37 effects the modulation, 
and the transition closes at measure 42 with a half cadence in the 
subordinate key, followed by a five-measure standing on the 
dominant. 

The return of the basic idea at: measure 32 might lead us to 
consider this moment as the beginning of an A' section (which 
would then be reinterpreted retrospectively as the start of the 
transition). But to view the main theme as an incomplete small 
ternary form would be incorrect, as the material following the 
perfect authentic cadence at measure 16 sounds like a closing sec¬ 
tion, not the beginning of a contrasting middle, which usually 
emphasizes dominant harmony. Moreover, measure 16 both 
closes the sixteen-measure period and begins the next unit lead¬ 
ing to the home-key half cadence in measure 24. As a result of 
this structural elision, we may not speak of a contrasting middle 
here, and the notion of a recapitulatory function at measure 32 
must also be abandoned. We therefore understand the main 
theme to end at measure 16, at which point begins a two-part 
transition. 39 









standing on the dominant 








































■ 10 


Development 


A number of the most important full-movement forms— 
sonata, sonata-rondo, and concerto—include a central sec¬ 
tion traditionally termed development. 1 Like other formal la¬ 
bels employed in this study, development can refer to both 
a particular section of a movement and a distinct formal 
function. 2 As a formal unit, a development stands between 
an exposition and a recapitulation. As a formal function, a 
development generates the greatest degree of tonal and 
phrase-structural instability in the movement and thus mo¬ 
tivates a restoration of stability (to be accomplished by the 
recapitulation). 

In light of its formal placement and function, a develop¬ 
ment is a higher-level analogue to the contrasting middle of 
the small ternary form. Like a contrasting middle, a devel¬ 
opment features a looser organization than its preceding 
section, an emphasis on sequential progressions, an avoid¬ 
ance of authentic cadential closure in the home key, and an 
ending on dominant harmony (normally of the home key). 
Indeed, the central section of some slow movements can be 
labeled just as easily a contrasting middle as a development 
(see the discussion in chap. 14 of ex. 14.3). 

Normally, however, a development is distinguished from a 
contrasting middle by its greater length and complexity of 
organization. Whereas a contrasting middle is a relatively 
short unit (the longest B section illustrated in chap. 6 is four¬ 
teen measures, see ex. 6.9), a development can sometimes ex¬ 
ceed the size of the entire exposition. A contrasting middle 
rarely consists of more than a single thematic unit (i.e., a set 
of intrathematic functions expressing a beginning, middle, 
and end). Conversely, a development usually contains multi¬ 
ple themelike units. A contrasting middle often remains en¬ 
tirely in the home key or else brings a brief modulation to 
the dominant region. A development section, however, regu¬ 
larly explores other tonal regions in die home key. 

The melodic -motivic material of a development nor¬ 
mally derives from that of the exposition. This material is 
often subjected to significant variation, transformation, and 
recombination. But new ideas may also appear: Mozart, in 
particular, likes to introduce melodies that have no obvious 
connection to the exposition. Haydn, by contrast, generally 
restricts his developments to motivic and accompanimental 


patterns from the exposition. Moreover, he sometimes 
brings back expositional material in the development in an 
order similar to that of the earlier section. 3 Because there is 
enough theoretical literature devoted to the ways in which 
motives from the exposition are transformed and recom¬ 
bined in the development, 4 I do not consider this topic in 
detail in this book. Instead, I look primarily at the tonal, 
phrase-structural, and form-functional contexts in which 
the various motivic manipulations arise. 

TONAL ORGANIZATION 

In traditional theories of form, the tonal organization of the 
development section is often characterized as a somewhat 
haphazard succession of remote modulations. According to 
this view, composers are free to indulge in flights of har¬ 
monic fancy unrestricted by the kinds of tonal conventions 
imposed by an exposition or recapitulation. More recently, 
we have come to understand that a clear and logical plan 
usually underlies the various tonal regions explored in a de¬ 
velopment. Schenker, for example, shows how most devel¬ 
opments prolong the home-key dominant at a deep struc¬ 
tural level, with other tonal regions emerging only through 
a strictly organized contrapuntal scheme within this domi¬ 
nant prolongation, 5 

Unlike the exposition, the specific tonal organization of 
a development cannot be predicted in advance. Nonethe¬ 
less, certain tonal regions regularly appear, depending on 
the modality of the home key. In major-mode movements, 
the development usually explores the submediant, mediant, 
or supertonic. In minor-mode movements, the subdomi¬ 
nant or dominant often is used. Note that all these are 
minor-mode regions in the home key. 6 This emphasis on 
minor modality in the development contrasts with the ex¬ 
position, which resides predominantly in the major mode, 
even in cases in which the home key is minor (because the 
subordinate key is die relative major). 

Tonal hierarchy. Inasmuch as the study of development 
sections raises issues of tonal organization more complex 
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than that of an exposition, we need a way to differentiate 
the stractural importance of the various regions of the 
home key, especially in their relation to specific formal con¬ 
texts. The following scheme does not represent a compre¬ 
hensive theory of classical tonality, but it does protide some 
working concepts and terminology for the analysis of classi¬ 
cal form. 

First, this scheme differentiates two kinds of change in 
tonal focus— modulation and tmicization. Both procedures 
create the perception of a new tonic harmony, but they dif¬ 
fer on whether this new tonic seems to represent the focal 
point of a new key, displacing the previous tonic from our 
primary attention, or whether this tonic is perceived as a 
more localized tonal emphasis within a prevailing key. More 
technically, the difference between modulation and toniciza- 
tion depends on whether or not this new tonic is associated 
with a cadential function. In other words, we can speak of a 
modulation to a new key if the new tonic is confirmed by a 
cadential progression in a formal context that functions to 
end a thematic process. By contrast, a new tonic disassoci¬ 
ated from cadential articulation is better understood to rep¬ 
resent the tonicization of a region in the prevailing key. This 
difference between modulation and tonicization can, of 
course, be challenged on a number of theoretical grounds. 
(It is largely untenable in a stricdy Schenkerian view of tonal 
organization, for example.) 7 Nevertheless, it seems to have 
some basis in experiential reality, and for purposes of formal 
analysis, it is manifestly pragmatic to distinguish key from 
region and, thus, modulation from tonicization. 

Let us now consider the structural hierarchy of the keys 
and tonal regions in a movement. At the very top of the hi¬ 
erarchy lies the home key, the tonality to which all the other 
keys and regions ultimately relate. The home key is con¬ 
firmed by a cadence (of any kind) early in the movement 
and eventually receives authentic cadential confirmation by 
its end. The home key is associated formally with the main 
theme and the beginning of the transition in an exposition 
and with the entire recapitulation and coda. 

Next down the hierarchy (and thus of lesser structural 
importance) lies the subordinate key. Like the home key, the 
subordinate key must ultimately be confirmed by an au¬ 
thentic cadence. This key is primarily associated with the 
subordinate theme of the exposition and also with the last 
part of the transition. The subordinate key may appear 
briefly in the main theme (when built as a small ternary or 
binary) and is frequently extended into the beginning of the 
development. Once abandoned, though, the subordinate 
key rarely returns in the work. 

Of lower structural rank are keys that do not require au¬ 
thentic cadential confirmation. Since such keys usually arise 
in the context of a development section, they may be re¬ 
ferred to as development keys. Although development keys 
may at times be confirmed by an authentic cadence, more 
often than not, a half cadence or a dominant arrival pro¬ 


vides their minimal confirmation. On occasion, an authen¬ 
tic cadence may be implied, but a deceptive, evaded, or 
abandoned cadence occurs instead, without any further ca~ 
dential articulation. (For this reason, the notion of cadential 
confirmation refers to the presence of a cadential “func¬ 
tion,” not necessarily a cadential “arrival.”) 

If multiple development keys appear in a movement, it is 
sometimes helpful to distinguish one as primary and the 
other(s) as secondary. The primary development key gener¬ 
ally receives the strongest cadential articulation on a scale 
leading from an authentic cadence, through half cadence 
and dominant arrival, to the lack of a cadential arrival (de¬ 
ceptive, evaded, and abandoned cadences). The primary de¬ 
velopment key is usually the final key of the development 
section, often obtaining the most durational, dynamic, and 
textural emphasis. Secondary development keys are associ¬ 
ated with weaker cadential articulation and tend to appear 
earlier in the development. 

On the lower rungs of the tonal hierarchy reside various 
tonicized regions, which, by definition, do not receive caden¬ 
tial confirmation. Although it lacks a cadence, a region can 
still acquire considerable structural importance if it is asso¬ 
ciated with an initiating formal function, such as a basic 
idea, a presentation, or a compound basic idea. If a new 
theme (or themelike unit) begins in a tonal region as yet 
unconfirmed as a key, we recognize the potential of the pro¬ 
longed tonic supporting that function to become confirmed 
cadentially as the tonal center of a true key. But if the music 
then takes a different tonal direction, this initiating region, 
as the region of the opening tonic prolongation can be 
termed, must ultimately be understood as a tonicization in 
some other key. 

Less structurally important are tonicized regions arising 
from sequential activity in a continuation phrase or a devel¬ 
opmental core (to be defined shortly). Since such regions 
participate in a broader, ongoing process of tonal change, 
they have less potential than do initiating regions for receiv¬ 
ing cadential confirmation. (The final region of a sequence, 
of course, is often confirmed by a cadential function.) 

At the bottom of the tonal hierarchy lie the very local 
tonicizations that introduce varying degrees of chromatic 
inflections in a solidly prevailing key. Although such toni¬ 
cizations have little to do with intrathematic functionality, 
they can nonetheless contribute to an overall loosening of 
the harmonic-tonal context and thus can help support the 
expression of a particular interthematic function (such as a 
transition or subordinate theme). 

Development keys. As mentioned earlier, one or more 
minor-mode regions of the home key are likely to be con¬ 
firmed as development keys in the course of a development 
section. The listener cannot predict which development 
keys will be employed but can anticipate certain possibili¬ 
ties, depending on the overall modality of the movement. 
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When the home key is major, the development key is 
likely to be the submediant, the most closely related minor¬ 
mode region. 8 Also frequently used is the mediant, which, 
though more remote than VI, is the relative minor of the 
subordinate key (the dominant). The supertonic appears as 
a development key less often than does either VI or III. If 
more than one of these regions is cadentially confirmed, 
then VI usually emerges as the primary development key, 
with III or II as secondary. 

The subdominant rarely functions as a primary develop¬ 
ment key because it does not provide modal contrast with 
the major-mode keys of the exposition. Moreover, since a 
development key is frequently emphasized by its dominant 
harmony, the use of V/TV toward the end of the develop¬ 
ment would poorly anticipate the home-key tonic (at the 
beginning of the recapitulation), given that both harmonies 
have at their basis a major triad built on the first scale-degree. 
If the subdominant has a prominent place in the develop¬ 
ment, it is normally found as a secondary development key 
early in the section and is usually confirmed by an authentic 
cadence. 9 Otherwise, the subdominant is tonicized as an 
initiating region leading to some other development key (or 
perhaps the home key). 10 

The number of tonal regions available for use as devel¬ 
opment keys increases with modal borrowing. Beethoven, 
who more than Haydn and Mozart expands the tonal spec¬ 
trum in his works, often employs development keys bor¬ 
rowed from the parallel minor of the home key, such as tVE, 
HII, and minV 11 Although l> VI and till are “major-mode 
regions,” their close relationship to the parallel minor cre¬ 
ates sufficient contrast with the keys of the exposition. 

When the home key is minor, the two minor-mode re¬ 
gions of subdominant and dominant are used as develop¬ 
ment keys with approximately the same degree of frequency. 

Tonicized regions in the development. Not every devel¬ 
opment section confirms a development key. Relatively 
short developments often have insufficient scope both to es¬ 
tablish a new key and to emphasize the home-key dominant 
in preparation for the recapitulation. In such cases, tonal 
contrast with the exposition is achieved by tonicizing the 
same regions that typically appear as development keys 
(e.g., VI and III in major, IV and V in minor). 12 

Even in larger developments featuring one or more de¬ 
velopment keys, other regions can be prominently empha¬ 
sized by tonicization. In major-mode movements, both the 
subdominant and the lowered submediant are frequently 
employed as initiating regions. 13 In addition, the extensive 
sequential organization typically found in developments 
usually results in tonicizations of regions that can be under¬ 
stood in relation to a prevailing development key or to the 
home key. 


End of the development. The final harmony of the devel¬ 
opment is normally the dominant of the home key. This 
harmony best prepares for the recapitulation, which almost 
always begins with the home-key tonic. The dominant usu¬ 
ally appears as the final harmony of a half-cadential pro¬ 
gression and represents the goal of the last themelike unit 
of the development. The harmony is typically prolonged by 
a substantial standing on the dominant in order to reinforce 
expectations for its resolution to tonic. 

Two exceptional situations can motivate a different har¬ 
mony at the end of the development. 14 First, if the recapitu¬ 
lation does not begin with the home-key tonic, the final 
harmony of the development is usually one that leads most 
naturally into the recapitulation’s opening harmony. 

example 10.1: The recapitulation begins in measure 125 with the 
dominant seventh of the home key, just as at the start of the expo¬ 
sition (m. 21). In order to set up this unusual beginning, Haydn 
closes the development with the pre-dominant VII)/V . 15 

A second exception arises when the composer ends the 
development with a harmony that can function as a substi¬ 
tute for the normal home-key dominant, such as V/VI, but 
also V/III. Both these harmonies contain the leading-tone 
of the home key, a necessary condition for dominant func¬ 
tionality. In order to mitigate an abrupt resolution to the 
tonic (due to a cross-relation between the harmonies), the 
texture at the very end of the development is usually re¬ 
duced to a single voice. 16 

example 10.2: The development ends with V/VI, which resolves 
directly to I at the beginning of the recapitulation. The potentially 
offensive cross-relation of O (in V/VI) and CN (in I) is avoided by 
the reduction in texture just before the recapitulation . 17 

PRE-CORE/CORE TECHNIQUE 

The phrase-structural technique most characteristic of a 
development involves the establishment of a relatively large 
model, which is repeated sequentially one or more times. 
Subsequent fragmentation leads to a half cadence (or domi¬ 
nant arrival) of either the home key or a development key, 
after which a standing on the dominant typically appears. 
Ratz calls the entire unit defined by this process the “core 
of the development” ( Kern der Durchfuhrung). 18 The core is 
usually preceded by a pre-core, whose characteristics are de¬ 
scribed in greater detail later in this chapter. Lengthy devel¬ 
opment sections are likely to contain two different cores: 
the first normally confirms a development key, and the sec¬ 
ond leads to the dominant of the home key to prepare for 
the recapitulation. 19 Pre-core/core technique is pervasive in 
works by Mozart and Beethoven, but it appears much less 
often in Haydn. 
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example io.i Haydn, Symphony No. 92 in G (“Oxford”), i, 121-30 



example 10.2 Beethoven, Violin Sonata in F (“Spring”), Op. 24, i, 118-27 
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Core 

The core of the development typically projects an emo¬ 
tional quality of instability, restlessness, and dramatic con¬ 
flict. The dynamic level is usually forte, and the general 
character is often one of Sturm und Drang. The core nor ¬ 
mally brings a marked increase in rhythmic activity pro¬ 
jected by conventionalized accompanimental patterns. 20 
Polyphonic devices—imitation, canon, fugal entries—can 
contribute further to the complexity of the musical texture. 
In short, the core is that part of the development in which 
the traditional aesthetic sense of a “working out” of the ma¬ 
terial is most prominently expressed. 

example 10.3: The core begins at measure 58 by eliding with the 
end of the pre-core. A four-measure model of Sturm, und Drang 
character, built over dominant harmony of the development key, E 
minor (HK: V), is established in measures 58-61. The model is 
sequenced twice down a perfect fifth (mm. 62-65 an< l 66-69). 


Fragmentation occurs at measure 70 with a new one-measure idea, 
which itself becomes a model for sequential repetition, now by 
stepwise descent. (Although the pattern of sequential repetition 
changes, the underlying harmonic progression continues to be that 
of descending fifths.) Measure 73 sees further fragmentation into 
one-beat units, and a cadential progression brings a home-key half 
cadence in the following measure. A postcadential standing on the 
dominant ensues, leading eventually to the recapitulation at mea¬ 
sure 80. 

Model. The model of a core is constructed as a relatively 
long unit, normally four to eight measures. The model 
must be sufficiently large to project a sense of structural be¬ 
ginning, as well as to permit extensive fragmentation. The 
model itself may contain repeated material, but because of 
the need to sequence the entire model, these internal repe¬ 
titions cannot always be easily classified according to the 
standard types (i.e., exact, statement-response, and sequen¬ 
tial). In the case of sequential repetition within the model 
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example 10.4 Haydn, Piano Sonata in E-flat, Hob. XVL49, i, 84-107 
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itself, the composer must make sure that the larger-scale se¬ 
quencing of the full model remains distinctly perceptible. 

The melodic-motivic content of a model may be drawn 
from any previous material of the movement, or it may be 
new. If the model is quite long, it may contain a variety of 
ideas taking up a number of distinct phrases of differing 
formal funcdon. 

Sequence. Following its initial statement, the model is se¬ 
quenced one or more times. Although a single sequential 
pattern may be used throughout (such as a descending fifth 
or an ascending second), the pattern often changes in the 
course of the core. The supporting sequential progressions 
either create a true modulation or introduce a variety of 
tonicized regions. 

The structure of the model is normally retained in its se¬ 
quenced version (see ex. 10.3, m. 62). Sometimes, however, 
the sequence alters the model, especially if it consists of sev¬ 
eral phrases. In such cases, the first phrase usually conforms 
to the original model, but subsequent phrases may be 
changed or even eliminated. 


Fragmentation. Most cores produce an extensive process 
of fragmentation, which breaks down the grouping struc¬ 
ture defined by the model (and its sequences) and eventu¬ 
ally motivates a formal close to the core. The passage of 
fragmentation may continue to employ ideas from the 
model or may bring about a change in musical content. The 
fragmentation itself may even establish a new model for se¬ 
quential repetition. Now and then, however, the sequential 
process becomes exhausted at the onset of fragmentation 
(or sometime after that point), and the rest of the core is 
supported instead by prolongational progressions of the 
kind found in a regular continuation phrase. 

Concluding function, standing on the dominant. The 
great majority of cores have as their harmonic goal a domi¬ 
nant of either the home key or a development key. A core 
thus tends to end along the lines of a transition. Most often, 
the fragmentation leads to a half cadence. Frequently, 
though, a genuine cadence fails to materialize, and a domi¬ 
nant arrival, sometimes a premature one, results instead. 
On rare occasions, the core leads to a distinctly new section 
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example 10.5 Mozart, String Quartet in G, K. 387, i, 72-87 


Core 

model sequence 



frag. 




(another core or a retransition) without being closed by any 
concluding function. 21 

Sometimes a core ends with an authentic cadential pro¬ 
gression in a development key. An actual authentic cadence 
may arise, or it may be evaded or abandoned, in which case 
cadential closure may never be achieved. 

The half cadence (or dominant arrival) closing a core is 
usually followed by a standing on the dominant. 22 This 
postcadential unit is often highly extended by means of sev¬ 
eral distinct sections, each with its own melodic-motivic 
content. If the standing on the dominant occurs at the end 
of the development, then anticipatory motives derived from 
the basic idea of the exposition’s main theme often appear 
to help prepare for the beginning of the recapitulation. 

The following examples illustrate the points just discussed. 

example 10.4: The core starts with a four-measure model begin¬ 
ning on the second beat of measure 84; the model is sequenced 
twice by descending thirds. The model itself consists of a repeated 
two-measure idea that is first supported by a simple tonic prolon¬ 
gation (mm. 84-86). In the manner of an exact repetidon, the idea 
starts again on the local tonic, but measure 87 replaces an implied 
Vj with Vl/VI in order to effect the descending third sequence. 

The final sequence of the model concludes at measure 96 on til 
of the original development key (C minor), which pivots to be¬ 
come VI in the new development key of F minor (HK: II). A 


broad process of fragmentation then begins with a reduction of the 
previous four-measure model into a new two-measure unit (mm. 
97-98) and a further reduction to one-measure segments starting 
at measure 101. The beginning of the fragmentation also ends the 
sequential activity, and the rest of the core is supported by prolon- 
gational progressions eventually leading to a half cadence (in F 
minor) at measure 103. 23 

example 10.5: The core begins at measure 72 with a two-measure 
idea, whose melody and harmonic support are then transposed a 
third lower. On hearing this descending third sequence, we might 
assume that the model is two measures long. But the sequential 
pattern is broken when die next appearance of the idea (m. 76) is 
transposed a fourth higher, followed again by a descending third. A 
more consistent pattern of repetition emerges when we recognize 
the ascending stepwise sequence of a four-measure model. (Ex. 
z.t6c shows the harmonic paradigm of this sequence.) Note that 
when the melody of the two-measure idea descends a third at mea¬ 
sures 74 and 78, the bass line ascends by a half step, thus blurring 
somewhat the sense of sequence at this level of structure. As a re¬ 
sult, the broader ascending-stepwise sequence of the true model 
emerges with greater clarity. 24 

Following the augmented sixth chord in measure 80, the domi¬ 
nant of E minor (HK: VI) has the potential of being the goal har¬ 
mony of the core. But the music presses on, and the tonic at mea¬ 
sure 82 marks the beginning of a compressed cadential progression. 
The deceptive resolution of the dominant in measure 83 leads to 
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another try at the cadence, which is then evaded when measure 84 
brings back (“one more time”) the same material as measures 
82 - 83. The cadence is finally achieved on the downbeat of measure 
86. 2S A brief closing section made up of codettas follows. All this ca- 
dential and postcadential activity is typical of a subordinate theme, 
except, of course, that it takes place in a minor-mode development 
key rather than the subordinate key of the movement. 

example 10.6: The model begins in measure 90 with an entirely 
new two-measure basic idea in the initiating region of At major 
(HK: IV). 26 The idea is then repeated exactly to create a presenta¬ 
tion phrase. A second repetition (m. 94) begins, but the idea is sud¬ 
denly liquidated as the harmony departs from the tonic prolonga¬ 
tion (of At). As a result, continuation function is clearly expressed. 
This function is further reinforced at the upbeat to measure 97 by 
fragmentation involving motives from the opening of the move¬ 
ment. The newly supporting Vs eventually resolves at measure 100 
to bring a stepwise-descending sequence of the entire ten-measure 
model, one that has a decidedly sentential organization. 27 The pre¬ 
sentation phrase of the model is sequenced a step lower at mea¬ 
sures 100-3. The harmonic plan is then altered in measures 104-6 
so that the continuation (mm. 107-9) ' s transposed down a fifth in 
relation to the original model. 28 

example 10.7: The pre-core ends at measure 128 with a perfect 
authentic cadence in the development key of A minor (HK: VI). 
The model of the core (based on the retransition at the end of the 
exposition, mm. 1x9-22) then begins with an extended upbeat that 
maintains tonic harmony (of A minor). The rest of the model toni¬ 
cizes IV in that key (mm. 130-33). In the repetition, the bulk of 
the model is sequenced down a step to tonicize III (in A minor) 
(mm. 135-38). The extended upbeat (mm. 133-34), however, 
does not follow the sequential pattern. An exact sequence of this 
upbeat would have taken place in a G-minor harmony, a step lower 
than the A minor of the model. But the appearance of G minor at 
this point would be awkward following directly on the D minor of 
the model. (The awkwardness would result because the D-minor 
harmony would sound like a “minor dominant” in relation to the 
following G-minor harmony.) Instead, Mozart retains the D- 
minor harmony from the end of the model into the beginning of 
the repetition and brings an implied G harmony (VII l/III) first at 
measure 135. (Ex. 10.7b is discussed later in this chapter.) 

example 10.8: The eight-measure model is based on material 
from the opening of the subordinate theme (see ex. 1.8). With the 
upbeat to measure 64, the model begins to be sequenced up a step. 
But the sequence remains incomplete when the continuation phrase 
of the model is eliminated, and in its place, a new two-measure 
model is established at measure 68. 29 Fragmentation then occurs 
when this model is sequenced down a step in measures 70-71. The 
model begins to be sequenced again when it unexpectedly leads 
into yet another two-measure model (mm. 73~74). 30 Further frag¬ 
mentation occurs at measure 79, at which point one-measure seg¬ 
ments prepare for the half cadence. 

The half cadence in measure 81 is followed by a standing on 
the dominant made up of two different parts (mm. 82-94 and 
95-100). The second part signals the imminent return of the main 
theme by reintroducing the sixteenth-note triplet figure (motive 
“b”) from the opening basic idea. 


example 10.9: The core begins in measure 81 with a five-measure 
model that is sequenced down a step at measure 86. Fragmentation 
occurs at measure 91 when the final idea of the model is itself re¬ 
peated sequentially. A further sequence begins at measure 93 sup¬ 
ported by the dominant of El major (HK: 1VI). This harmony is 
then extended all the way to the fermata at measure 98, which 
marks the end of the core. In retrospect, we understand that the V 
at measure 93 is the harmonic goal of the core and thus marks a 
premature dominant arrival. 31 

example 10.10: The core approaches its end by completely liqui¬ 
dating the orchestral texture, leaving the solo piano alone. An au¬ 
thentic cadence in the development key of G minor (HK: V) is 
promised for measure 329. But die cadence is dramatically evaded 
when the orchestral tutti reenters with Vs/TV (in that key). This 
moment then marks the beginning of a second core, whose new 
four-measure model is sequenced a fourth higher at measure 333. 
The first core, therefore, never receives the audientic cadential 
closure anticipated by the progression in measure 328. 

Pre-Core 

A development section does not normally start with a 
core, 32 as the dramatic character projected by a core usually 
requires it to be set up by material of lesser emotional in¬ 
tensity. Ratz refers to this opening passage as an “introduc¬ 
tion” ( Einleitung ), but his usage is problematic. 33 Introduc¬ 
tion has a relatively restricted form-functional meaning in 
my theory, and thus its use is not applicable to the many 
different formal procedures that can precede a core. Since 
no single functional label adequately covers the initial part 
of a development, I use the neutral term pre-core instead. 

The pre-core typically begins with tonic of the subordi¬ 
nate key, thus retaining the harmony from the end of the 
exposition. The pre-core may then remain entirely in that 
key or, more frequently, modulate to a development key (or 
to some initiating region in a development key) for the be¬ 
ginning of the core. 

Sometimes the pre-core begins immediately in a differ¬ 
ent key (or region). In such cases, the opening harmony is 
often dominant, and the music takes on the character of an 
upbeat unit to the resolving tonic of the new key. This tonic 
then supports a new initiating function of some kind (e.g., 
basic idea, presentation). The formal function of this up¬ 
beat gesture is rather complex and thus presents a termino¬ 
logical dilemma. On the one hand, it gives the impression 
of appearing “before-the-beginning” and therefore seems 
to function as an introduction. On the other hand, its un¬ 
derlying dominant harmony makes a transition from the 
subordinate key to the new development key. The rather 
clumsy expression transitional introduction perhaps best de¬ 
scribes what happens. 34 

Unlike the core’s character of ongoing restlessness, the 
pre-core is generally more relaxed yet also somewhat hesi¬ 
tant and anticipatory. The dynamic level tends to be soft, 



example 10.7 (a) Mozart, Symphony No. 36 in C (“Linz”), K. 425, i, 119-38; (b) mm. 62-71 
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example io.io Mozart, Piano Concerto in C Minor, K. 491, i, 324-35 
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example io.ii Beethoven, Piano Sonata in G, Op. 14/2, i, 64-82 
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Core 


model 



and the rhythmic motion is frequently discontinuous (or at 
least less active than the subsequent core). If the core often 
bursts out with Sturm und Drang, the pre-core can be 
likened to the calm before the storm. 

Beginning the pre-core. Whereas the core may draw on 
any ideas from the prior exposition, the opening of the pre¬ 
core is usually restricted to material derived from the basic 
idea of the main theme or from the closing section of the 
exposition. Rarely does it refer directly to the transition or 
subordinate-theme group (ex. 10.7 is an exception explained 
later in this chapter). Like the core, the pre-core may also 
introduce entirely new material. 

1. Main theme’s basic idea. In a sonata-form movement, 
the repetition of the exposition before the onset of the de¬ 
velopment forges a link between the end of the exposition 
and the beginning of the main theme. An effective variation 
on this original link can be created when the pre-core refers 
again to the main theme’s basic idea, this time, of course, in 
a different tonal (and often textural) context. 

example io.ii: The return of the main theme’s basic idea (see ex. 
3.4) at the beginning of the pre-core is marked by a change of 
mode. Our first impression is that the music has been shifted into 


the parallel minor of the home key. As the pre-core continues, 
however, we can better understand the G-minor region as VI in 
die development key of Bt (HK: HII). 35 

2. Closing section material. Beginning the pre-core with 
material from the closing section of the exposition promotes 
the continuity of motive, rhythm, and texture from the end 
of that section into the beginning of the development. 

example 10.12: The pre-core develops the treble motive (“x”) in 
measure 62 of the closing section, thus creating an effective link 
between the exposition and the development. Yet the motive 
sounds quite different because it is metrically displaced to enter 
one beat earlier. 36 

3. New material. The beginning of the pre-core may fea¬ 
ture material that is not obviously related to anything ap¬ 
pearing earlier in the movement. Mozart particularly favors 
this approach, one rarely used by Haydn and Beethoven. 37 
Although the pre-core may give the initial appearance of 
being new, its motivic material may often be understood to 
derive from earlier ideas through motivic transformation. 

Unlike the two options previously discussed, a direct 
continuity between the exposition and the development is 
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not established when the pre-core begins with new mater¬ 
ial. This technique can be compositionally appropriate 
nonetheless, because the new material acts as a foil for the 
subsequent manipulation of more familiar ideas as the de¬ 
velopment section continues. 38 

Phrase-structural organization. Pre-cores can be struc¬ 
tured in a wide variety of ways, employing many different 
kinds of formal functions. For the sake of classification, pre¬ 
cores can be differentiated at first as complete or incomplete 
thematic units. A pre-core is formally complete if it con¬ 
tains a full complement of initiating, medial, and conclud¬ 
ing intrathematic functions. Some pre-cores of this type re¬ 
semble a new main theme because of their tight-knit 
construction; others resemble a transition because of their 
looser, modulating organization. 39 An incomplete pre-core 
is made up of one or two intrathematic functions and usu¬ 
ally lacks a concluding function of some kind. A more com¬ 
plex pre-core can be constructed out of multiple thematic 
units, which themselves may be complete or incomplete. 

1. Complete thematic unit: tight-knit pre-core. The pre-core 
may take the form of a relatively tight knit sentence, period, 
or hybrid. By virtue of its placement at the very beginning 
of the development, a tight-knit pre-core is analogous to a 
main theme. Indeed, such a pre-core is often based on ma¬ 
terial from the actual main theme of the exposition. In that 
case, the formal organization of the pre-core usually is 
somewhat looser than that of the main theme. The essential 
difference between the two units, however, is tonal: whereas 
the main theme resides in the home key, the pre-core either 
continues the subordinate key or is set in a development 
key. A tight-knit pre-core is particularly common in the 
works of Mozart, but it appears in Haydn and Beethoven as 
well. 

example 10.13: The pre-core begins in the subordinate key with 
material derived from the basic idea of the main theme. This mate¬ 
rial, together with the remainder of the pre-core, forms an eight- 
measure sentence ending with a perfect authentic cadence in mea¬ 
sure 71. Although this theme is relatively tight knit with respect to 
grouping structure and functional efficiency, its greater use of 
chromaticism makes it looser than the original main theme, whose 
presentation phrase is shown ahead in example 10.19, measures 
94-97. (For reasons of melodic contour, the opening phrase of the 
main theme may also be considered a compound basic idea.) 40 

2. Complete thematic unit: transition-like pre-core. A pre¬ 
core can be formed in a way that resembles a transition. 
The organization is usually sentential, and the harmonic 
goal is the dominant of a development key. Like most tran¬ 
sitions, this type of pre-core is modulatory. Sequential pro¬ 
gressions are often found here, but if they are used to sup¬ 
port model-sequence technique, the model must be 
sufficiently small so as not to suggest the beginning of the 
core proper. 


example 10.12: A pre-core of polyphonic texture (Ratner’s “strict” 
or “learned” style) 41 begins in the subordinate key with a basic idea 
extended to three measures (mm. 65-67). A large continuation 
featuring mod el-sequence technique eventually leads to a half ca¬ 
dence (m. 76) and a standing on the dominant of the development 
key, C minor (HK: VI). 42 Notice that the one-measure model and 
sequences contained in this condnuation do not give the impres¬ 
sion of a core, since their unit size is too small to mark the begin¬ 
ning of a new section. 43 

example 10.14: From the point of view of modve and grouping 
structure, the pre-core is organized like an extended eight-measure 
sentence, one that modulates from the subordinate key to the 
dominant of the development key, E minor (HK: V). In this sense, 
the pre-core is transition-like. Some interesting details of har¬ 
mony, however, do not entirely support this interpretation. First, 
the tonic prolongation of the presentation is disrupted by a move 
to the dominant of IV (appearing first at m. 53 as VII2/IV). Sec¬ 
ond, the “continuation” phrase starts by prolonging this harmony 
but then reinterprets it enharmonically as an augmented sixth 
chord of E minor. A more global view of the pre-core would see its 
being supported by a single harmony (until its very end), one 
whose root is C and whose initial function as dominant of F 
(HK: IV) becomes transformed at the last moment into the pre¬ 
dominant of the new development key. As such, the entire pre¬ 
core could be considered a transitional introduction and thus cate¬ 
gorized as an incomplete thematic unit. 

3. Incomplete thematic unit. A pre-core can be constructed 
out of one or more intrathematic functions that, taken as a 
whole, do not constitute a complete thematic unit. A con¬ 
cluding function is usually missing, although the lack of an 
initiation may also give rise to the thematic incompleteness. 
Pre-cores of this type tend to be relatively short. 

example 10.6: The pre-core begins directly with dominant har¬ 
mony of die development key, C minor (HK: VI). The single 
phrase making up this pre-core is best labeled as a transitional in¬ 
troduction. The core begins when the dominant resolves decep¬ 
tively at measure 90. 

example 10.15: The main theme’s basic idea returns in the sub¬ 
ordinate key for the beginning of the pre-core. The idea is then 
extended by an extra measure. A dominant version of the basic 
idea appears, but its corresponding extension leads the music 
to the dominant of die development key, Bt minor (HK: IV) at 
measure 55. The progression from the augmented sixth to the 
dominant suggests a half cadence, but this interpretation is ques¬ 
tionable, since measure 54 seems to group more with its preced¬ 
ing two measures (as an extension) than with measure 55. As a re¬ 
sult, the lack of a clear cadence renders the pre-core structurally 
incomplete. 44 

example 10.7: The pre-core begins in an unusual manner, for it 
uses material from the cadential area of the first subordinate theme 
(ex. 10.7b). There, an internal half cadence at measure 66 is pro¬ 
longed by a standing on the dominant for two measures, after 
which a cadential phrase brings the theme to a close. This same 



example 10.14 Mozart, Piano Sonata in A Minor, K. yo/jood, i, 50-58 
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material is brought back at the beginning of the pre-core (ex. 
10.7a) and transposed into the development key, A minor (HK: 
VI). The prolonged dominant of measures 123-24 now functions 
as a transitional introduction, not to an initiating unit but to a ca- 
dential phrase. The lack of functional beginning thus renders this 
pre-core thematically incomplete. 

4. Multiple thematic units. A small number of relatively 
large pre-cores are constructed out of two thematic units. 
One of these units is usually incomplete. 

example 10.11: The pre-core consists of two parts: the first is 
complete, and the second is incomplete. The first part opens like 
the main theme (see ex. 3.4) but, rather than closing with a ca¬ 
dence, ends with a premature dominant arrival (m. 68) and a sub¬ 
sequent standing on the dominant of Bl. (HK: till). The second 
part begins at measure 74 by bringing back the compound basic 
idea from the first subordinate dteme of the exposition. The idea 
begins to be repeated (m. 78), but the chromatically rising bass line 
already creates a continuation that leads to the sudden outburst at 
measure 81, marking the beginning of the core. The second part of 
the pre-core is thus left without structural closure. 45 

example 10.12: What was described earlier as a transition-like 
pre-core (mm. 65-80) is actually the first part of the complete pre¬ 
core. The resolution to the tonic (of C minor) at the upbeat to 
measure 81 brings a second part, which consists of only a presenta¬ 
tion phrase based on the beginning of the first subordinate theme. 
The core (shown in ex. 10.4) then begins at the extended upbeat to 
measure 85. 

Although the presentation in measures 81-84 belongs by defi¬ 
nition to the pre-core (in that it still precedes the beginning of the 
core), this phrase undoubtedly groups more intimately with the 
core than with the first part of the pre-core. Indeed, the opening 
two measures of the model (mm. 85-86) appeared earlier in the 
first subordinate theme as the beginning of a continuation phrase 
following this same presentation. Here in the development, the 
core is a kind of magnified continuation (with its extensive sequen¬ 
tial activity), which logically succeeds an initiating presentation. 46 

DEVELOPMENT SECTIONS 
WITHOUT A CORE 

Many classical development sections are not organized in 
the ways just described. Such developments may indeed 
begin with a unit structured like a pre-core, and they usu¬ 
ally end with an extensive standing on the dominant of the 
home key. But missing is a genuine core, a well-articulated 
process of model, sequence, and fragmentation. Haydn, in 
general, constructs his development sections without a core, 
whereas Mozart and Beethoven omit the core only now and 
then. 

In place of a core, a variety of phrase-structural options 
may be employed. Sometimes there appears a pseudo-core, 
a unit whose dynamics, rhythm, texture, and emotional 
character strongly resemble those of a core but whose ma¬ 


terial is not organized by model-sequence technique. At 
other times, the development consists of themelike units 
formed along the lines of a transition or a subordinate 
theme. Frequently enough, of course, the development is 
organized in unique ways that do not permit ready classifi¬ 
cation. Even in these cases, however, it is often possible to 
find hints of pre-core/core technique or the kinds of theme - 
like units just mentioned. 

Pseudo-core. As described earlier, the core of a develop¬ 
ment typically expresses restlessness, instability, and Sturm 
und Drang, as well as bringing a relatively loud dynamic, 
thicker textures, and continuous rhythmic activity. The ap¬ 
pearance of these traits strongly suggests a core, even when 
the musical material is not organized by processes of model, 
sequence, and fragmentation. Such cl pseudo-core, as this uni t 
can be termed, sometimes features a prominent sequential 
organization of the harmonies, but they are not used to 
support the extensive model-sequence technique typical of 
a core. At other times, the pseudo-core appears to lack har¬ 
monic definition and takes on the improvisatory style of a 
“fantasia” or “toccata.” In such cases, a prominent linear 
progression in the bass may help achieve coherence amid 
the seeming harmonic rambling. A pseudo-core is usually 
preceded by a unit that functions as a pre-core and gener¬ 
ally closes with a half cadence (or dominant arrival) fol¬ 
lowed by a standing on the dominant. 

example 10.16: At the final cadence of the tight-knit pre-core, the 
music suddenly shifts into the minor mode and introduces a con ¬ 
tinuous Alberti-bass accompaniment supporting a restless melody 
of running sixteenth notes and syncopated quarter notes. The 
character of the music leading up to the half cadence in G minor 
(HK: VI) at measure 81 is highly suggestive of a core. Yet at no 
point can we identify a model that: is sequentially repeated. Even 
the harmonic progressions suggest little in the way of sequential 
organization. 47 Instead, they seem more tightly controlled by the 
bass line, which oscillates chromatically between F and G (until 
the descent to D at m. 81). 48 

Transition-like unit. In place of a core, the central sec¬ 
tion of the development may be occupied by a thematic unit 
whose tonal and phrase-structural organization resembles a 
transition. This transition-like core substitute (not to be con¬ 
fused with a transition-like pre-core) usually begins in one 
key with a standard initiating function (presentation, com¬ 
pound basic idea), modulates to some other key (develop¬ 
ment or home), and closes with a half cadence or dominant 
arrival. Model-sequence technique of limited scope may 
appear somewhere in this unit (usually in connection with a 
continuation function), but not in a way that gives rise to a 
genuine core. 

example 10.17: A new themelike unit begins at measure 36 imme¬ 
diately after the pre-core closes in At (HK: HU). A basic idea and 
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its varied repetition create presentation function. 49 The subse¬ 
quent continuation (upbeat to tn. 39) contains a sequential pro¬ 
gression (but no model-sequence technique) as the music modu¬ 
lates back to the home key. The move to VII s at measure 41 brings 
a premature dominant arrival to mark the end of hannonic activity 
for this transition-like unit. The rest of the development plays it¬ 
self out over a prolonged dominant of the home key. so 

example 10.18: This development section consists of four parts. 
The first part (mm. 56-67) begins with a four-measure transi¬ 
tional introduction to a relatively tight knit theme, based on mate¬ 
rial from the main theme (see mm. 97-98) but now set in the de¬ 
velopment key, Et (HK: IV). This part is thus comparable to a 
pre-core, despite the absence of a genuine core in what follows. 
The second part (mm. 68-76) begins with a compound basic idea, 
whose initial harmony is heard as tonic in El but which, by the end 
of the idea in measure 71, is easily reinterpreted as IV in the home 
key. A brief cadential idea leads to a half cadence at measure 73. 
Because of its modulating structure (from El to Bl) and its ending 
on dominant harmony, the formal organization of this second part 
resembles a transition. 

At this point in the form, we might be led to consider this re¬ 
turn to the home-key dominant as marking the end of the develop¬ 
ment, except that the section would be rather short and it would be 
unusual for there to have been no exploration of a minor-mode re¬ 
gion. So it is not entirely surprising when dte home-key dominant 
moves to the dominant of G minor (HK: VI), the primary devel¬ 
opment key, which is fully confirmed in the third part of the devel¬ 
opment, to be discussed shortly. (The earlier key of El [HK: IV] 
thus becomes a secondary development key within the movement.) 

Subordinate themelike unit. A unit: in a development can 
resemble a subordinate theme if its harmonic goal is an au¬ 
thentic cadence of a development key and if it features loos¬ 
ening devices such as an extended continuation, an ex¬ 
panded cadential progression, and evaded, deceptive, or 
abandoned cadences. Unlike a genuine subordinate theme, 
which must always close with a perfect authentic cadence, a 
themelike unit of the development can promise authentic 
cadential closure but never achieve a true cadential arrival. 
Frequently, the unit begins in one tonal region or key and 
modulates to another key where it receives authentic caden¬ 
tial closure (or the promise of such closure). 51 

example 10.18: The third part (mm. 77-85) of this development 
begins with a two-measure basic idea in the development key, G 
minor (HK: VI). The following two measures can be seen as a var¬ 
ied repeat, thus creating a presentation phrase. At the same time, 
however, measure 80 also initiates a continuation, as expressed by 
fragmentation and increased rhythmic activity. An expanded ca¬ 
dential progression begins at measure 82 but is momentarily aban¬ 
doned on the downbeat of measure 8q. 52 A subsequent compressed 
cadential progression in the same measure finally confirms the de¬ 
velopment key. The concluding perfect authentic cadence is fol¬ 
lowed by a brief closing section (mm. 85-86). (This closing sec¬ 
tion eventually is understood as false, since, as I explain shortly, it 
functions to open the fourth part of the development, the retransi¬ 


tion.) The themelike unit thus resembles a loosely organized sub¬ 
ordinate theme because of the obscuring of functional boundaries 
(in m. 80), the expanded cadential progression, and the abandoned 
cadence. 

In a number of respects, the first three parts of this develop¬ 
ment model the organization of an exposition: the pre-core is tight 
knit like a main theme; the second part resembles a transition; and 
the third part is suggestive of a subordinate theme. In fact, this re¬ 
lationship of development to exposition is also supported by the 
melodic-motivic material. The pre-core is based on ideas from 
the exposition’s main theme; the second part draws on the continu¬ 
ation phrase of the first part of the subordinate theme (mm. 
25-34); and the third part is based on the second part of the sub¬ 
ordinate theme (mm. 35~42). 53 


RETRANSITION 

In this book, I have used the term retransition for those pas¬ 
sages that modulate back to the home key in preparation for 
the return of some previous opening material. I identified 
retransitions with reference to the end of the contrasting 
middle of a small ternary and the end of a closing section 
following a subordinate theme. Traditional theories of form 
normally recognize a retransition at the end of most devel¬ 
opment sections, especially in connection with what I have 
termed here a standing on the dominant. 54 There is a prob¬ 
lem with this traditional usage, however. By the time the 
standing on the dominant begins, the home key has already 
been achieved, as confirmed by the half cadence (or domi¬ 
nant arrival). If the term retransition is to be used with most 
development sections, it should be applied before the stand¬ 
ing on the dominant, presumably at that moment when the 
modulation to the home key takes place. 

Although most developments express a general retransi¬ 
tion function, in that they all eventually return from a sub¬ 
ordinate or development key to the home key, only some 
developments include a specific passage whose primary 
function is retransitional. It would seem preferable, there¬ 
fore, to restrict the term to those passages in particular. 55 
Most typically, a retransition is a complete phrase, or even a 
full themelike unit, that follows the cadential articulation of 
a development key. At times, the retransition may consist of 
the home-key dominant exclusively, but only when that 
harmony directly follows the dominant of the preceding de¬ 
velopment key. 

example 10.18: The fourth part of the development section (mm. 
85-96) begins with what at first sounds like codettas to the third 
part but that are retrospectively understood as a false closing sec¬ 
tion to initiate this retransition. The modulation back to the home 
key occurs at measure 87, and the subsequent half cadence at mea¬ 
sure 91 confirms the tonal return. The retransition ends with a 
postcadential standing on the dominant (mm. 91-96). 56 



example 10.18 Haydn, Piano Sonata in B-flat, Hob. XVL41, i, 56-99 
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example 10.19 Mozart, Piano Sonata in B-flat, K. 333/315C, i, 86-97 


Retransition 



[RECAPITULATION] 



example 10.20 Beethoven, Piano Sonata in G, Op. 14/2, i, 98-108 



example 10.19: Immediately following the standing on the dom¬ 
inant of VI, which ends the pseudo-core (see ex. 10.16), Mozart 
reintroduces the dominant of the home-key at measure 87 and 
writes a standing on the dominant of this key for the remainder 
of the development. Although this passage contains just a single 
harmony, it can nonetheless be considered a distinct retransition, 
for it seems not to belong to the preceding pseudo-core, whose 
formal processes have played themselves out by the end of mea¬ 
sure 86. 57 

A retransition sometimes starts with reference to the 
opening material from the main theme, usually in the de¬ 
velopment key just confirmed by a prior half cadence. 
This effect can be characterized as a false recapitulation , 58 


Eventually, the music returns to the home key for the true 
recapitulation. 

example 10.20: As discussed in connection with example 10.9, the 
core concludes on the dominant of Bl (HK: l VI). Following the 
fermata at measure 98, a new part begins just like the main theme 
(ex. 3.4) but still in the prevailing development key. Although the 
gesture is recapitulatory, the tonal requirements of a genuine reca- 
pimlation are not met. Therefore, following the opening presenta¬ 
tion, the music modulates back to the home key, as confirmed by 
the half cadence in measure 107 and a substantial standing on the 
dominant (most of which is not shown). The real recapitulation 
begins at measure 125 (not shown). The music from the beginning 
of the false recapitulation to the real recapitulation thus functions 
as a retransition. 59 
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Recapitulation 


The full-movement sonata form and its allied forms (con¬ 
certo, sonata-rondo, and sonata without development) 
contain a recapitulation, a large section that brings back, usu¬ 
ally in modified form, an earlier exposition. 1 The recapitu¬ 
lation functions to resolve the principal tonal and melodic 
processes left incomplete in earlier sections and to provide 
symmetry and balance to the overall form by restating the 
melodic-motivic material of the exposition. 

These formal functions are analogous to those of the re¬ 
capitulation of the small ternary. Like an A' section, a large- 
scale recapitulation minimally realizes its functions by be¬ 
ginning in the home key with the basic idea of the main 
theme, by adjusting the following material so that it re¬ 
mains in the home key, and by confirming that key with a 
concluding perfect authentic cadence. 2 Also like an A' sec¬ 
tion, the recapitulation frequently modifies the formal or¬ 
ganization of the exposition by eliminating functional re¬ 
dundancies and developing earlier motivic material. 

When comparing a given recapitulation with its corre¬ 
sponding exposition, we can distinguish between two gen¬ 
eral kinds of changes. One kind involves dynamics, instru¬ 
mentation, register, texture, accompanimental figuration, 
melodic embellishments, and the like. 3 These ornamental 
changes are motivated by general aesthetic concerns for vari¬ 
ety and by the particular expressive values that the com¬ 
poser wishes to convey in the movement. A second kind of 
change involves harmonic-tonal organization, melodic- 
motivic material, grouping structure, and formal functions. 
These structural changes are motivated primarily by funda¬ 
mental differences in the function of the recapitulation, as 
compared with the exposition. In addition, structural 
changes can be prompted by the content and organization 
of the development section (e.g., the elimination of a cer¬ 
tain idea from the recapitulation because of its extensive use 
in the development). 

Inasmuch as the recapitulation restates the material of 
the exposition in roughly the same order as it earlier ap¬ 
peared, it is conventional practice to label the constituent 
parts of the recapitulation with the same terms employed 
for the exposition: main theme, transition, and subordinate 
theme (including the closing section). 4 As convenient as this 


practice may be—and for the sake of tradition, it is main¬ 
tained here—this labeling scheme obscures the signifi¬ 
cantly different formal functions that these units serve in 
the recapitulation. 

Main theme. The main theme of the exposition has three 
major functions: to introduce and fix in the mind of the lis¬ 
tener the principal melodic-motivic ideas of the move¬ 
ment; to establish and confirm the home key by means of a 
cadence (usually authentic but possibly half); and to define 
the degree of tight-knit organization with which the more 
loosely organized units in the movement can be compared. 

At the beginning of the recapitulation, these functions 
are no longer required or even necessarily appropriate. The 
melodic- motivic material is well known by this point in the 
movement. The home key was reestablished toward the end 
of the development and will definitely receive ultimate con¬ 
firmation later in the recapitulation (in the subordinate- 
theme area), and a defining tight-knit organization need not 
be expressed yet again. Instead, the main theme of the reca¬ 
pitulation functions primarily to signal the sense of “re¬ 
turn.” In addition, the theme’s beginning on a home-key 
tonic harmonically resolves (at a local level) the dominant 
expressed at die end of the development. 5 

Transition. In the exposition, the transition functions to 
destabilize the home key in order to establish a contrasting 
subordinate key and to loosen the form (as defined by the 
main theme). In the recapitulation, the transition continues 
to fulfill these general functions, but the home key is desta¬ 
bilized for completely different reasons—t:o permit the 
subordinate theme to sound fresh when transposed into the 
home key and to prevent the recapitulation from becoming 
tonally monotonous. 

Subordinate theme. The subordinate theme of the expo¬ 
sition provides the formal means of confirming the subor¬ 
dinate key as the tonal antagonist of the home key. The 
subordinate theme also functions to loosen the formal orga¬ 
nization, primarily by means of extensions and expansions, 
so that the rival key acquires sufficient temporal weight to 
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example ii.i Beethoven, Piano Sonata in A, Op. 2/2, i, 242-52 



example 11.2 Mozart, Piano Sonata in G, K. 283/ 189I1, i, 72-85 
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example 11.3 Beethoven, Symphony No. 7 in A, Op. 92, i, 297-308 
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counterbalance its inherent structural subordination. The 
recapitulation resolves this fundamental conflict of tonali¬ 
ties when the subordinate theme is transposed back into 
the home key. The subordinate theme retains its loose or¬ 
ganization, but now its expansiveness serves to endow the 
home key with the greatest power of expression in the 
movement. 

The functional differences just described account for 
many of the structural changes that typically take place in a 
given recapitulation. The remainder of this chapter system¬ 
atically examines such changes as well as those motivated by 
the preceding development section. Ornamental changes 
are observed and explained as they arise in the individual 
examples. 

MAIN THEME 

In many recapitulations, the mam theme is organized just as 
it was in the exposition, although ornamental changes may 
be included. Frequently, however, the main theme under¬ 
goes some of the following structural changes because of its 
new formal function in the recapitulation. 

Deletion of thematic restatements. Since the main theme’s 
melodic-motivic material is by now quite familiar to the 
listener, a restatement of ideas, which was appropriate in 
the exposition (in which the material is heard for the first 
time), is often eliminated in the recapitulation, especially if 
those ideas were prominendy exploited in the development 
section. If the entire main theme was repeated in the expo¬ 
sition, the recapitulation usually states the theme just once. 6 
If the main theme was originally constructed as a small 
ternary, then the A (or A') section alone is likely to be used 
in the recapitulation. 7 

Additional model-sequence technique. In the main theme 
of the recapitulation, the composer may throw new light on 
some old ideas (especially those not treated in the develop¬ 
ment) by means of a newly composed passage using 
model-sequence technique. Charles Rosen speaks in this 
connection of a secondary development, 8 

Emphasis on “flat” tonal regions. The harmonic plan of 
the main theme is sometimes altered in a way that empha¬ 
sizes the “flat” side of the tonal spectrum—regions that in¬ 
troduce chromatically lowered scale-degrees, such as the 
subdominant, the lowered mediant, the lowered submedi¬ 
ant, and the Neapolitan. 9 

Deletion of the home-key cadence. Since there is ample 
opportunity to confirm the home key later in the recapitula¬ 
tion (in the subordinate theme), a cadence to end the main 
theme is dispensable in the recapitulation. A subsequent 


closing section may also be omitted because the home key 
hardly requires reinforcement at: this point in the form. 

The following examples illustrate these techniques. 

example ii.1: The main theme in the exposition (shown in ex. 
13.6) has a decidedly loose organization. ('To follow better the 
changes that occur in the recapitulation, the reader may wish to 
consult the discussion of the main theme in chap. 13, p. 201.) The 
recapitulation opens with the same antecedent-like unit (ex. 13.6, 
mm. 1-20; not reproduced in ex. 11.1). But rather than continuing 
as in the exposition, the final phrase is sequenced down a step (m. 
244) into the “flat” region of D major and then is sequenced again 
up a fifth (m. 248) in order to end the main theme on the home- 
key tonic. Besides adding this brief secondary development, 
Beethoven eliminates a restatement of the initial basic idea (as in 
mm. 21-22 of the exposition) and the final cadence. 

example 11.2: The initial presentation phrase is sequenced up a 
step (mm. 76-79) and is then followed by a new continuation (cf. 
ex. 3.3). The appearance of a sequential passage is particularly ap¬ 
propriate here, since it compensates for the lack of a core in the 
preceding development section. 10 The new continuation (mm. 
80-83) en ds on I 6 > after which die transition immediately follows. 
As a result, the main theme receives no cadential closure. 

example 11.3: The main theme in die recapitulation follows the 
same course as the exposition (see ex. 6.9) until the end of the B 
section, in which the fermata over V 7 (m. 299) is followed by an¬ 
other fermata over V 7 /IV. The subsequent music corresponds to 
the original A' section but is now transposed into the subdominant 
region. The change to minor at measure 305 shifts the music even 
further to the flat side. The theme closes with a cadence, but in the 
subdominant minor, not in the home key. 


TRANSITION 

The transition is the section of the recapitulation most 
likely to be altered in relation to the exposition. If the orig¬ 
inal transition is modulatory, then the one in die recapitula¬ 
tion must be tonally adjusted to remain in the home key. 
The adjustment can be accomplished by any number of 
harmonic and phrase-structural means and can occur at any 
place in the transition. Frequently, the subdominant region 
is tonicized, thus promoting (in the sense of a pre-dominant) 
a logical succession to the dominant to end die transition. If 
the original transition is nonmodulatory, a tonal adjustment 
is not necessary, and the transition may even retain its orig¬ 
inal structure. 11 

In addition to changes brought about by tonal adjust¬ 
ment, certain other alterations are regularly encountered, 
some of which are similar to those discussed for the main 
theme. 

Deletions and compressions. The transition in the reca¬ 
pitulation often deletes or compresses a substantial portion 
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of material used in the exposition. (In the most extreme 
case, the entire transition may be eliminated.) 12 The deleted 
passages are usually taken from the beginning of the transi¬ 
tion, where they generally function to prolong home-key 
tonic. Extensive tonic prolongation is needed in the exposi¬ 
tion in order to reinforce the home key before modulating. 
Conversely, such a prolongation can easily be omitted in 
the recapitulation because the upcoming subordinate theme 
provides abundant tonic emphasis. 

If the exposition contains a two-part transition, the com¬ 
poser usually deletes some material from each part (espe¬ 
cially the modulating passages from the second part) so that 
the transition in the recapitulation is compressed into a 
one-part, nonmodulating structure. 13 

Additional model-sequence technique. The transition in 
the recapitulation often includes passages that do not corre¬ 
spond directly to the exposition. These passages, which 
usually extend an existing continuation (or create a new 
one) normally employ model-sequence technique in the 
sense of Rosen’s secondary development. 14 Indeed, motives 
not prominently featured in the development section 
proper are frequendy given special treatment here. 

Emphasis on “flat” regions. Since both the main and the 
subordinate themes of the recapitulation generally stress di¬ 
atonic harmonies in the home key, the transition offers the 
best opportunity for composers to create a significant har¬ 
monic-tonal contrast in the recapitulation. To that end, 
they typically tonicize the “flat” side of the tonal spectrum, 
particularly if they leave the main theme relatively unal¬ 
tered (and thus focused on the home-key tonic). This move 
in the flat direction is especially appropriate to the transi¬ 
tion because the subsequent return to diatonic progressions 
of the home key at the beginning of the subordinate theme 
shifts the music back to the “sharp” side, a tonal change that 
corresponds to the move from the home key to the subordi¬ 
nate key in the exposition. In the recapitulation, the return 
from flat regions to the diatonicism of the home key helps 
make the tonal context of the subordinate theme sound 
fresh and revitalized. 

The following examples illustrate these techniques. 

example 11.4: The transition in the recapitulation opens with a 
compound basic idea (mm. 351-54) taken from the middle of the 
transition in the exposition (see ex. 9.12, mm. 81-84). Thus, an 
enormous passage built over a tonic pedal (mm. 65-80, not shown 
in ex. 9.12) is deleted in the recapitulation. Also deleted is the rep¬ 
etition of the compound basic idea (mm. 85-88), so that measure 
355 brings a new, highly extended continuation featuring motivic 
play and an ascending-stepwise sequence in the sense of a sec¬ 
ondary development. At measure 369, the transition conforms 
again to that of the exposition by concluding with the same stand¬ 
ing on the dominant (ex. 9.12, mm. 95-106). 


example 11.5: The sudden appearance of the home-key parallel 
minor at the very beginning of the transition marks a shift to the 
“flat” side of the tonal spectrum (cf. ex. 9.1, m. 5). The music 
then moves even further in that direction by tonicizing At major, 
the lowered submediant. Measure 42 sees the beginning of a new 
model-sequence passage, which does not correspond to anything 
in the exposition. The transition ends with a premature domi¬ 
nant arrival of the home key on the downbeat of measure 44. 
Both tonal and modal balance is finally restored at the beginning 
of the subordinate theme, when the music shifts in the “sharp” 
direction to project a more palpable sense of C major as the 
home key. 

example 11.6: The transition begins at measure 118 with a 
canonic variation of the exposition’s basic idea (ex. 9.14, mm. 
19-20) and then moves quickly to introduce new material in a 
tonicized HI region (mm. 121-24). This Neapolitan then func¬ 
tions as an expanded pre-dominant (which also embraces the fol¬ 
lowing VII ?/V) in order to achieve the home-key half cadence in 
measure 126. (The remainder of the transition is examined in con¬ 
nection with the subordinate theme.) 

example 11.7: The opening seven measures of the transition are 
the same as those of the exposition (cf. ex. 9.4, mm. 16-22). The 
change of mode at measure 158 initiates a new passage, one not 
found in the earlier section. The music leads eventually to a half 
cadence and a standing on the dominant of the home key (in. 164), 
corresponding to the end of the transition in the exposition (ex. 
9.4, mm. 37-41). Haydn has thus compressed what was origi¬ 
nally a two-part transition in the exposition into a single unit. He 
does so by eliminating material from the exposition that would be 
either redundant or functionally inappropriate in the recapitula¬ 
tion—namely, most of the first part (containing additional tonic 
prolongations and another home-key standing on the dominant) 
and the beginning of the second part (containing main-theme ma¬ 
terial and the modulation to the new key). 15 


FUSION OF MAIN 
THEME AND TRANSITION 

The main theme and transition usually remain discrete units 
in the recapitulation, just as they were in the exposition. 
Now and then, however, they fuse into a single thematic 
structure. 16 This formal compression is usually brought 
about by eliminating the end of the main theme and the be¬ 
ginning of the transition and by attaching the close of the 
latter to what remains of the former. In some cases, the en¬ 
tire transition from the exposition is eliminated, and the 
main theme, which closed with an authentic cadence in the 
exposition, ends instead with a half cadence. 

This form-functional fusion is often accompanied by the 
same alteration techniques used for both main themes and 
transitions, such as deleting unnecessary repetitions, adding 
new model-sequence technique, and emphasizing the 
“flat” tonal regions. 



example ii. 7 Haydn, Piano Trio in E-flat, Hob. XVijo, i, 152-70 
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example 11.9 Haydn, Piano Sonata in C, Hob. XVL21, ii, 40-50 


Main Theme/Transition 



[Subordinate Theme] 

cad. b.i. 



[HC] 


example 11.8: The main theme and transition in the exposition oc¬ 
cupy two distinct sections. (Ex. 5.15 gives the main theme version 
found in the opening ritornello of this concerto, but the main theme 
of the solo exposition has the identical form.) The recapitulation 
begins with the same eight-measure presentation (mm. 309-16, 
not shown) but then introduces an entirely new continuation (mnt. 
317-26), which sequentially develops the final motive of the com¬ 
pound basic idea. Rather than ending with an authentic cadence, as 
in the exposition, the continuation leads to a half cadence at mea¬ 
sure 326, and the subsequent standing on the dominant corre¬ 
sponds to that found at the end of the transition in the exposition. 17 

example 11.9: The opening six measures of the recapitulation are 
essentially the same as the main theme of the exposition, except 
that the final chord is VI rather than I. Thus instead of closing 
with a perfect authentic cadence, the theme brings a deceptive ca¬ 
dence in measure 45. The following cadential phrase leads not to 
the expected authentic cadence but to a home-key half cadence 
(m. 48) in preparation for the subordinate theme. The complete 
transition from the exposition (see ex. 9.2) is deleted, and the final 
cadential phrase of the recapitulation’s main theme takes over tran¬ 
sition function. 18 


SUBORDINATE THEME (GROUP) 

As a general rale, the subordinate theme (or theme group) 
returns as it had originally appeared in the exposition, ex¬ 
cept for being tonally adjusted into the home key. Mozart 
and Beethoven follow this practice as a matter of course. 
Only occasionally do their subordinate themes exhibit sig¬ 
nificant structural changes. Haydn, on the contrary, regu¬ 
larly alters this area in the recapitulation. 

example 11.10: The subordinate theme retains the same structure 
as that of the exposition (cf. ex. 8.3a) but is transposed instead into 


the home key of C major. To keep the music in an appropriate reg¬ 
ister, the melody is at first transposed down a fifth (while the ac¬ 
companiment is moved a fourth higher). At the upbeat to measure 
65, the melody is then transposed up a fourth (compared with the 
exposition) so that it will not descend too low. The cadential 
phrase (mm. 67-71) witnesses ornamental changes in harmony 
and rhythm, with the goal of creating greater intensity for the ca¬ 
dential arrival. The pre-dominant II 6 is prolonged by VII 7 /V, and 
the sixteenth notes in measure 69 help make the following trill all 
the more climactic. 

Standard Additions and Deletions 

Like the main theme and transition, the subordinate theme 
in the recapitulation may delete material that is stated more 
than once in the exposition. 19 But it is also typical for the 
cadential area of the subordinate theme to undergo greater 
expansion than it received in the exposition. As a result, the 
most powerful cadential emphasis in the form is accorded 
the confirmation of the home key instead of the subordi¬ 
nate key. This procedure is especially characteristic of the 
concerto (and related genres), in which the dramatic caden¬ 
tial peroration brings passage-work in a “brilliant” style. 

example ii.ii: The final cadential phrase, beginning at measure 
210, is expanded from five measures in the exposition (cf. ex. 8.8, 
mm. 108-12) to seven in the recapitulation. The passage gives the 
soloist the opportunity of displaying virtuosic technique by having 
to negotiate the very highest tessitura in the movement. 20 

Major Alterations 

Although the subordinate theme usually appears in the re¬ 
capitulation similar to how it did in the exposition, the 
composer occasionally alters the thematic structure in more 
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substantial ways. Sometimes the changes are made for ex¬ 
pressive and dramatic goals unique to the individual work. 
But some compositional situations arising in the exposition 
regularly lead to major alterations in the recapitulation. 21 

“Monothematic” exposition. One such situation involves 
the so-called monothematic exposition—-the use of the 
same basic idea for both the main theme and the subordi¬ 
nate theme. If the original structure of the subordinate 
theme is retained in the recapitulation, then the basic idea 
would occur in the home key twice: first in the main theme 
and second in the tonally adjusted subordinate theme. To 
preclude a potential tautology, the composer normally de¬ 
letes the second appearance of the basic idea. (The first ap¬ 
pearance, of course, is needed to articulate the beginning of 
the recapitulation.) But simply omitting the basic idea at the 
start of the subordinate theme does not suffice, for a theme 
cannot necessarily begin logically with, say, the continua¬ 
tion function that formerly followed the basic idea (and its 
repetition). Therefore, the composer must usually alter the 
theme more substantially or even eliminate it altogether. 22 
Haydn, who writes a large number of monothematic expo¬ 
sitions, typically uses these procedures, 2:1 but some striking 
examples are found in Mozart as well. 

example ii.12: Following the close of the transition, Mozart be¬ 
gins the subordinate theme of the recapitulation with material 
from the second subordinate theme of the exposition (see ex. 8.1, 
mm. 42ff.). He does so presumably to avoid a redundant appear¬ 
ance of the main theme’s basic idea in the home key, which would 
arise from using the first subordinate theme (ex. 8.1, mm. 28ff.). 
Some kind of change is especially needed here, because earlier in 
the recapitulation (ex. 11.12b), the main theme is repeated (and 
fused with the transition) in an imitative manner that strongly re¬ 
sembles the beginning of the exposition’s first subordinate theme. 

In the recapitulation, the “second” subordinate theme is now 
normalized to become a conventional eight-measure period (mm. 
122-29). (H the exposition, the consequent was lengthened by 
means of an expanded cadential progression.) The theme begins to 
be repeated, but at measure 136, just at the point that the cadential 
expansion in the exposition occurred (ex. 8.1, m. 48), the music be¬ 
comes significantly more chromatic and, in the following measure, 
stops rather abruptly with an air of uncertainty on V 6 /VI. Measure 
138 then initiates an enormous interpolation of the first subordi¬ 
nate theme from the exposition. But again to avoid a redundant 
home-key statement of the basic idea, Mozart transposes it into VI 
(thus resolving the previous dominant) and converts what was 
originally an initiating tonic prolongational passage (ex. 8.1, mm. 
28-34) into a fully sequential passage. Indeed, this model-sequence 
is now suitable as a further continuation of the repeated subordi¬ 
nate theme, begun at measure 130. 

To close the theme, Mozart brings at measure 148 the ex¬ 
panded cadential progression from the first subordinate theme (ex. 
8.1, mm. 38-41) and, in measures 152-55, appends to it the end 
of the expanded cadential progression from the second subordinate 
theme (mm. 50-53). The resulting cadential area is thus more ex¬ 


pansive than either two of those in the exposition. Indeed, by in¬ 
terpolating the exposition’s first subordinate theme into a repeti¬ 
tion of its second subordinate theme, Mozart has fashioned in the 
recapitulation a single theme of considerably greater complexity 
and structural scope. 

Two-part subordinate theme. The use of a two-part sub¬ 
ordinate theme in the exposition can sometimes lead to 
major structural changes in the recapitulation. In the expo¬ 
sition, an internal half cadence and standing on the domi¬ 
nant often serve to emphasize dominant harmony of the 
subordinate key, especially if the previous transi tion is non- 
modulating. If the two-part subordinate theme is left intact 
in the recapitulation, two cadential articulations of home- 
key dominant will result: the cadence of the transition and 
the interna] half cadence of the two-part subordinate 
theme. To avoid overemphasizing the home-key dominant, 
the composer sometimes retains only one of these cadences, 
usually the internal half cadence. Therefore, either the first 
part of the subordinate theme is deleted, or portions of it 
are assimilated into the preceding transition. The second 
part of the subordinate theme then follows as the actual 
theme in the recapitulation. 

example 11.6: The transition of the recapitulation concludes in 
measures 126-30 with material that earlier functioned as the inter¬ 
nal half cadence and standing on the dominant in the subordinate 
theme (see ex. 9.14, mm. 30-35). The first part of that theme (ex. 
9.14, mm. 23-29) is deleted in the. recapitulation, and the second 
part now functions as the subordinate theme of that section. 

According to Rosen, Mozart’s deleting the first part of this sub¬ 
ordinate theme does not violate the general principle that the sub- 
ordinate-theme area, or “at least any part of it that has an individ¬ 
ual and characteristic aspect, and that does not already have its 
analogue in the first group [main theme]” must reappear trans¬ 
posed into the home key in the recapitulation. He points out that 
the deleted passage “has been played in the development section at 
the subdominant. This is also a clear indication of the role of the 
subdominant as a substitute tonic in the Viennese classical lan¬ 
guage.” 24 Whether the subdominant is a tonic substitute in this 
style is, of course, highly debatable, but the appearance of this ma¬ 
terial in the pre-core of the development (mm. 79 -82) unques¬ 
tionably helps permit its being omitted in the recapitulation. 25 

Modulating subordinate theme. If the exposition contains 
a modulating subordinate theme, the tonal adjustment in 
the recapitulation will be more complicated than usual. In 
some cases, the subordinate theme can still give the impres¬ 
sion of modulating by beginning in some other tonal region 
(of the home key) and eventually returning to emphasize 
the tonic region. I11 other cases, the theme begins directly 
on the home-key tonic and so loses some of its modulatory 
character. 

example 11.13: The transition ends on V/VI, just as in the exposi¬ 
tion (see ex. 8.18, mm. 31-34). The subordinate theme begins “off 
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example 11.13 Beethoven, Piano Sonata in E-flat, Op. 31/3, ii, 136-49 


[Transition] 


Subordinate Theme 

continuation 

mod. 


Allegretto - a tempo k 

vivace P"S pocontard. U1 

.A Li_136 J.. j L LI _ L T K _ k_fs __ h _ 

j> . 

4" —_^ 

: j j ; -? • • : 

** M Mm 












" wrTf n 1 f 

Tw 

eelt w wr 


aI>: V/VI- 1 >VII 



E.C.P. 


tonic” in the tVTI region and eventually “modulates” back to the 
tonic of by the end of measure 149. (To make a smooth pro¬ 
gression from V/VI at the end of the transition to tVII at the be¬ 
ginning of the subordinate theme, Beethoven introduces the oc¬ 
tave Dl, which sounds at first like a deceptive resolution of the 
secondary dominant but which then functions as the dominant of 
IVII.) 26 

example 11.14: The subordinate theme begins at measure 178 di¬ 
rectly in the major mode of the home key. If no further adjust¬ 
ments were made, the theme would end up modulating from C to 
E minor, since the subordinate theme in the exposition modulated 
from Et to G minor (cf. ex. 8.9, mm. 52-72). Although E minor is 
eventually reached at measure 198, Beethoven reorganizes the har¬ 
monies in order to arrive on the home-key dominant (m. 206), 
after which the music continues just as it had in the exposition, but 
now fully in the home key. 27 

Closing Section, “Retransition” 

The closing section of the subordinate theme (group) usu¬ 
ally reappears in the recapitulation in much the same way as 
it did in the exposition. If the recapitulation is followed by a 
coda, the final codettas of the closing section are sometimes 
altered or eliminated. In the absence of a genuine coda, the 
closing section may be extended in order to impart a more 
decisive sense of conclusion to the movement as a whole. 

example 11.15: The closing section is extended, relative to its ap¬ 
pearance in the exposition (cf. ex. 1.8, mm. 42-48), to form a com¬ 
plete sentence, whose continuation is stretched to eight measures. 28 

If the exposition closes with a retransition leading back 
to the home key, the recapitulation may very well bring a 
similar passage, this time leading to the subdominant re¬ 


gion for the beginning of the coda. This “retransition,” 
however, no longer fulfills its nominal function, since it 
does not return to the home key. Because this passage mod¬ 
ulates to some other region (die subdominant), it functions 
more as a “transition” to the coda (see in the following chap¬ 
ter ex. 12.1, mm. 230-31, and ex. 12.2, mm. 265-68). 

ADDITIONAL FEATURES 

Influence of the development. The content and organiza¬ 
tion of the development section seem at times to influence 
changes made in the recapitulation. We have already ob¬ 
served two such cases. In example 11.6, the deletion of the 
first part of the subordinate theme is “explained” by its use 
in the pre-core of the development. In example 11.2, the 
added sequence in the main theme (mm. 76-79) is under¬ 
stood to compensate for the lack of core in the develop¬ 
ment. 29 

example 11.5: The use of explicit model-sequence technique in 
measures 42-43 is especially fitting in light of the rather brief de¬ 
velopment section (not shown), in which sequential organization is 
conspicuously absent (despite the exploration of various tonal re¬ 
gions of the home key). 

To speak of the development influencing the recapitula¬ 
tion is not to suggest a causal connection between these 
sections. What happens in the former does not necessarily 
determine what will happen in the latter; the literature 
abounds in counterexamples to disprove such a claim. 
Rather, it is more a question of the appropriateness of occur¬ 
rence. When we attend carefully to certain events in the de¬ 
velopment, we may come to believe that it is particularly 
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example 11.14 Beethoven, Overture to Coriolanus , Op. 62, 177-206 
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example i (.16 Mozart, Clarinet Trio in E-flat, K. 498, i, 74-83 



fitting that some other event does, or does not, occur in the 
recapitulation. That a given idea is highly exploited in the 
development, for example, makes it appropriate that the idea 
be deleted in the recapitulation, without raising expecta¬ 
tions that it necessarily will not appear. 

Greater rhythmic continuity. The exposition of a move¬ 
ment often contains prominent interruptions in rhythmic 
activity, such as rests and fermatas, particularly in the main 
theme and at the end of the transition. The recapitulation 
often removes such discontinuities in order to foster greater 
rhythmic momentum. Following an emotionally charged 
development section, the flow of events may seem too in¬ 
hibited if the music is continually checked in its progress by 
too many stops and starts. 

example ii.16: The presentation phrase of the main theme in 
the exposition is marked by rhythmic breaks in each even-num¬ 
bered measure (see ex. 5.17, mm. 1-8). In the recapitulation, 
these gaps are filled in (and the grouping structure somewhat ex¬ 
tended) by newly added imitations of the initial two-measure 
basic idea. 30 

example 11.7: By compressing the exposition’s two-part transi¬ 
tion into a single part, Haydn also eliminates a pronounced pause 
in the rhythmic momentum arising at the end of the first part (see 
ex. 9.4, m. 32). 31 


DEVIATIONS FROM THE NORM 

The recapitulation can deviate from the norms described 
throughout this chapter in so many different ways as to pre¬ 
clude an exhaustive discussion here. But the following types 
of deviations, each of which has multiple occurrences in the 
repertory, illustrate some of the possibilities that may be 
encountered. 


Deletion of the main-theme opening. Some recapitula¬ 
tions delete the opening material of the main theme or even 
the entire theme. 32 At times the transition may be elimi¬ 
nated as well, and the recapitulation begins directly with the 
subordinate-theme area. Although deviant in the high clas¬ 
sical style, this procedure is normative in midcentury works 
and has its roots in baroque binary dance forms. 33 Omitting 
the main theme at the beginning of the recapitulation is es¬ 
pecially associated with the sonata-rondo, since the theme 
has already had several earlier statements and will eventu¬ 
ally be brought back in the coda (see chap. 16). 

As a result of deleting the opening of the main theme, the 
large-scale form of a sonata movement would seem to be 
analogous more to the small binaiy than to the small ternary. 
Indeed, it might be questioned whether we should even 
speak of a “recapitulation” function when the main theme’s 
basic idea is not brought back. .After all, this requirement, 
above all others, distinguishes the small ternary from the 
small binary, and in die case of the latter, recapitulation func¬ 
tion is not recognized even if material occurring later in the 
first part is brought back at the end of the second part. But 
since it is so traditional to label the main section following 
the development a recapitulation, the practice can still be 
maintained despite these theoretical concerns. After all, one 
of the principal functions of a recapitulation—to restore to 
the home key any material originally presented in the subor¬ 
dinate key—is nevertheless fulfilled even when significant 
parts of the main theme and transition are eliminated. 

If the recapitulation deletes the opening of the main 
dieme, these ideas usually return later in the movement. 
This procedure is often referred to as a “reversed” recapitu¬ 
lation. 34 Caution must be exercised in speaking in this man¬ 
ner, however, for it suggests that the composer simply 
shifted around the main and subordinate themes of the re¬ 
capitulation in an almost mechanical manner. Yet a careful 
examination of individual cases reveals that main-theme 
ideas are sometimes incorporated into the actual subordi- 
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example ii.17 Beethoven, Overture to Coriolanus, Op. 62, 148-79 
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nate-theme area of the recapitulation. 35 At other times, 
main-theme material does not return in a reversed recapitu¬ 
lation but in a subsequent coda. 36 

Main theme beginning in the subdominant. The “dou¬ 
ble return” of the main theme and the home key is often 
cited as a hallmark of classical sonata form. But a few exam¬ 
ples from the repertory see the main theme return in the 
context of subdominant harmony. Like the deletion of 
opening main-theme ideas just discussed, the use of the 
subdominant in place of the tonic at this point in the form 
has antecedents in baroque and preclassical practice. 37 The 
question of whether a true recapitulation function is at hand 
is also raised by this tonal procedure. When the recapitula¬ 
tion begins in the subdominant, a tonic setting of the main 
theme or ideas derived from that theme may appear later in 
the movement, most likely in the coda. 

example ii.17: The relatively short development section of this 
overture is devoted to a working out of motives from the second 
subordinate theme (see ex. 8.4, mm. 102 ff.). Although the develop¬ 
ment briefly touches on several tonal regions (VI, HI), it is largely 
centered on the subdominant. In the course of a broad model - 
sequence plan (mm. 148-51 represent the end of the first sequen¬ 
tial repetition), the music from the very opening of the movement 
suddenly returns at measure 152, still supported by the subdomi¬ 


nant. The listener attentive to tonal relations may not necessarily 
believe that this moment represents the beginning of the recapitu¬ 
lation, since a subdominant setting of main-theme material occurs 
now and then in a development section. But as the music contin¬ 
ues, fusing with it an adjusted transition and leading to the subor¬ 
dinate-theme area, the listener understands in retrospect that the 
recapitulation indeed began with measure 152. Main-theme mater¬ 
ial supported by tonic harmony eventually returns in the coda (see 
ahead ex. 12.6,111. 276). 38 

Subordinate theme beginning in the subdominant. An¬ 
other deviation occurs when the tendency for the recapitula¬ 
tion to explore flat-side regions is exploited to the extent that 
the subordinate theme begins in the subdominant region. To 
prepare for the theme’s entrance, the transition is adjusted to 
conclude with the dominant of that region. Shortly after the 
subordinate theme has begun, it is further adjusted in order 
to remain centered in the home-key tonic. 39 

Minimal correspondence to the exposition. In some highly 
complex cases, the recapitulation may be altered to the ex¬ 
tent that its structure corresponds only minimally to the ex¬ 
position. Ideas from the earlier section may be incorporated 
into the later one, but they are shifted about to produce 
quite a different formal plan. Moreover, new material may 
appear that is not even derived from the exposition. 
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example ii.18: To understand the many changes made in the re¬ 
capitulation, it is necessary first to examine the main theme and 
transition from the exposition (ex. 11.18b). The construction of 
the main theme is somewhat ambiguous, although the first phrase 
is clearly an antecedent, ending in measure 4 with a half cadence in 
B minor. The second phrase can be construed either as a repetition 
of that antecedent, ending with another half cadence at measure 8 
(notice that the final chord is a triad, not a seventh chord), or as a 
consequent, whose authentic cadence elides with the beginning of 
the transition on the downbeat of measure 9. Also ambiguous is 
the tonality at the very beginning of the piece, for the listener 
could very well imagine that the movement is in D major until the 
half cadence at measure 4 confirms B minor. 40 The transition be¬ 
gins in measure 9 with the basic idea of the main theme and modu¬ 
lates, by means of a descending fifth sequence (mm. 11-13), to D 
major as the subordinate key. The form of the subordinate theme 
has already been discussed (see exs. 8.15 and 8.6). 

The recapitulation (ex. 11.18a) begins at measure 68 with the 
first phrase of the main theme, now heard unambiguously in B 
minor because of the preceding dominant from the end of the 
development. Following the half cadence in measure 71, Haydn 
deletes both the second phrase of the main theme and the begin¬ 
ning of the transition. Measures 72-73 contain instead material 
corresponding to the sequential passage from the continuation 
of the transition (ex. 11.18b, second half of m. 11 to first half of 
m. 13). In so doing, he gives the impression of letting the music 
modulate once again to the subordinate key of D major, just as 
in the exposition. And this impression is reinforced when the 
subsequent two measures (74-75 of ex. 11.18a) bring back music 
reminiscent of the continuation of the first subordinate theme 
(ex. 8.15, mm. 18-19). Just when everything is pointing toward a 
cadence in D major at the downbeat of measure 76, Haydn ex¬ 
tends the music an extra bar and brings about instead a cadence 
in B minor on the downbeat of measure 77. In so doing, he re¬ 
plays the tonal trick from the opening of the work, namely, sug¬ 
gesting that the music is in D but confirming it at the last mo¬ 
ment in B minor. 

A thorny question of formal interpretation is raised by the 
unit’s closing with the perfect authentic cadence at measure 77. Is 
it the main theme or the first subordinate theme? (It could not be 
a transition because of the authentic cadence.) The latter interpre¬ 
tation is indeed suggested when the subsequent music produces a 
false closing section, initiating the second subordinate theme of 


the exposition. But no preceding unit can be construed as a transi¬ 
tion (closing with a half cadence or dominant arrival). Yet now, just 
such a transition-like unit begins at measure 77, when music from 
the second subordinate theme of the exposition (ex. 8.15, mm, 
20-21) leads to a premature dominant arrival, whose subsequent 
standing on the dominant in measures 80-83 introduces new ma¬ 
terial having no relation to the exposition. 

If the unit of measures 77-83 is understood as the transition of 
the recapitulation, the resolution to tonic at measure 84 of the 
long-held dominant represents the beginning of the subordinate 
theme. There is clear evidence for this view: in this measure 
Haydn brings back die first subordinate-theme idea (ex. 8.15, mm. 
15-16), now unambiguously expressing B minor rather than D 
major, as it had in the exposition and earlier in the recapitulation 
(m. 74). The sudden stop in rhythmic momentum in measure 85, 
however, imparts a tentativeness to the music, undermining its 
sense as the beginning of a new formal unit. In the following mea¬ 
sures, the “first subordinate theme” motive is developed and even¬ 
tually brought to a perfect authentic cadence on the downbeat of 
measure 92. (Here, the presence of the dissonant seventh in the 
dominant chord of measure 91 prohibits us from hearing a half ca¬ 
dence in that measure.) 

Haydn then takes the transition music from the exposition and 
forms a more regular subordinate theme, one whose continuation 
introduces entirely new material in measures 95-97 and whose 
cadential area (mm. 98-102) texturally completes the abandoned 
cadential progression from the exposition (see ex. 8.6, mm. 
26-31). 41 (The closing section, not shown, follows the pattern of 
the exposition.) 

From the point of view of motivic ordering and specific formal 
design, Haydn creates a recapitulation that has little relation to the 
exposition. Indeed, his procedure calls into question the very idea 
of adopting the formal labels of the exposition (main theme, transi¬ 
tion, subordinate theme) for use in the recapitulation. From the 
point of view of cadential articulation, however, the recapitulation 
contains moments of closure that are related to the traditional pat¬ 
tern: measure 77, perfect authentic cadence to close the main 
theme; measure 80, premature dominant arrival to close the transi¬ 
tion; measure 92, perfect authentic cadence to close the first subor¬ 
dinate theme; measure 102, perfect authentic cadence to close the 
second subordinate theme. Thus Haydn retains the overall shape 
of a standard recapitulation but distributes the material from the 
exposition in an entirely different way. 42 



example 11.18 (a) Haydn, String Quartet in B Minor, Op. 64/2, i, 66-102; (b) mm. 1-15; (c) mm. 51-55 
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Coda 


By the end of the recapitulation, the fundamental melodic, 
harmonic, and tonal processes of a movement have gener¬ 
ally achieved closure. Indeed, many movements literally fin¬ 
ish at this point. Frequently, however, the composer adds a 
coda, an optional section that follows, and is fully distinct 
from, the recapitulation. 1 As Schoenberg notes: 

Since many movements have no codas, it is evident that the 
coda must be considered as an extrinsic addition. The assumption 
that it serves to establish the tonality is hardly justified; it could 
scarcely compensate for failure to establish the tonality in the pre¬ 
vious sections. In fact, it would be difficult to give any other reason 
for the addition of a coda than that the composer wants to say 
something more. 2 

Because a movement’s structural close is fulfilled by the re¬ 
capitulation, the primary function of a coda is to express the 
temporal quality of “after-the-end.” A coda is thus analo¬ 
gous to a closing section—made up of codettas—that fol¬ 
lows a perfect authentic cadence ending a theme. 

Inasmuch as “coda” and “codetta” are similar both ter- 
minologically and functionally, theorists have often had 
trouble distinguishing one from the other. Despite its 
diminutive suffix, a codetta is not a “little coda,” nor is a 
coda a large codetta. Rather, the two structures are essen¬ 
tially different in regard to both hierarchical location and 
formal organization. 3 A codetta follows a perfect authentic 
cadence and resides on a hierarchical level comparable to 
that of basic, contrasting, and cadential ideas. 4 A relatively 
small unit—rarely more than four measures in length—a 
codetta prolongs root-position tonic and circles melodically 
around the first scale-degree. By contrast, a coda follows a 
recapitulation and resides on a hierarchical level compara¬ 
ble to that of an exposition, development, and recapitula¬ 
tion. A coda is a relatively large unit: it contains one or 
more complete coda themes, each ending with a perfect au¬ 
thentic cadence. 5 The coda itself ends with a closing section 
comprising a series of codettas. 

Although Schoenberg speaks rather flippantly about the 
coda’s appearing merely because “the composer wants to say 
something more,” it is nonetheless true that this final sec¬ 


tion allows the composer to say things that could not have 
been appropriately said in earlier sections. In this respect, 
the coda includes a variety of compensatory functions, for here 
the composer can make up for events or procedures that 
were not fully treated in the main body of the movement. 
More specifically, the coda often gives the composer an op¬ 
portunity to impart a circular design to the overall form by 
recalling main-theme ideas; to restore expositional material 
deleted from the recapitulation; to recapitulate ideas from 
the development section; to shape a concluding dynamic 
curve that differs from (or surpasses) that of the recapitula¬ 
tion; and to realize the implications generated by various 
compositional processes that have been left unrealized in 
earlier sections. 

To complement the foregoing list of what composers 
may strive to achieve in a coda, I should mention what 
they will avoid, namely, introducing new material that 
calls for further development and initiating new processes 
that cannot be completed. 6 Both these situations could 
raise expectations of further continuation and counter the 
classical aesthetic ideal that once the music finally stops, 
the listener should have no desire to hear anything more 
in the movement. 

Insofar as the coda wraps up loose ends left hanging 
from earlier sections, it functions as the movement’s gen¬ 
uine conclusion. This characterization would seem to clash 
with our earlier understanding of a coda expressing an 
after-the-end. These conflicting functional interpretations 
can be reconciled by acknowledging that the highly com¬ 
plex organization of a classical instrumental movement 
gives rise to many compositional processes beyond the fun¬ 
damental tonal, melodic, and phrase-structural ones initi¬ 
ated by the exposition and ultimately completed by the re ¬ 
capitulation. Whereas the coda does not normally involve 
these primary processes—and thus appears after-the-end— 
those other, secondary processes often attain closure only in 
the coda, thus finally allowing the movement to conclude. 

Since the recapitulation brings a fundamental tonal clo¬ 
sure to the movement, the coda rarely initiates any changes 
of tonality that might undermine its primary expression of 
after-the-end. Instead, the coda tends to remain in the home 
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key, although various tonal regions may be briefly explored. 
Indeed, prominent tonicizations and sequential progressions 
frequently occur early in a coda to provide harmonic con¬ 
trast between the end of the recapitulation and the end of 
the coda, both of which emphasize the home-key tonic. 7 

Even more than with a development section, it is diffi¬ 
cult to predict how a given coda will be formally organized, 
although certain procedures do occur with some degree of 
regularity. The constituent coda themes are usually built in 
ways that resemble the loose organization of a subordinate 
theme, especially because of a highly expanded cadential 
area. Occasionally, however, a coda theme is structured as a 
simple tight-knit type (sentence, period, or hybrid). At 
times, the initial unit of a coda is comparable to a transition, 
in that its principal harmonic goal is the dominant. Such a 
unit may also include model-sequence organization sug¬ 
gesting the core of a development, although the sequencing 
is nonmodulatory and the harmonies remain closely bound 
to the home key. 


START OF THE CODA 

Unlike an exposition, development, or recapitulation, whose 
beginning is usually articulated by a clear initiating function 
(or, at the very least, by some manifest change in the musi¬ 
cal material), the onset of the coda is often not readily per¬ 
ceived. In many cases, the coda is obviously under way be¬ 
fore it expresses any sense of formal initiation. For this 
reason, the “start” of the coda is best located at that mo¬ 
ment when the music of the recapitulation no longer corre¬ 
sponds to that of the exposition, even if that moment is not 
perceived as a structural beginning. 

On a few occasions, the start of the coda is unambigu¬ 
ous: the recapitulation is clearly over, rhythmic continuity is 
broken, the texture changes, and a new initiating unit (such 
as a basic idea or presentation) begins the coda. Sometimes 
the notation indicates that the coda starts after the double¬ 
bar lines that instruct the performer to repeat the develop¬ 
ment and recapitulation together. 8 Often, however, the 
coda begins with a medial, or even a concluding, function, 
and a true structural beginning is not expressed until later 
in the coda, if at all. Frequently the coda starts directly with 
a new model-sequence passage or repeats sequentially the 
last idea of the recapitulation. If the exposition closes with a 
retransition leading back to the home key, the recapitula¬ 
tion may conclude with a similar “retransition” leading to 
the subdominant (or occasionally the supertonic); the coda 
typically starts somewhere in this passage. 9 

The following discussion treats examples in which the 
coda’s start cannot easily be identified by the listener. 

example 12.i: The recapitulation ends at measure 231 with a “re- 
transition” leading to the subdominant region for a repeat of the 


development and recapitulation (as indicated by the double bar 
and repeat signs). The coda starts in the following measure by con¬ 
tinuing the retransition material, now adjusted so that the music 
remains firmly in the home key. A functional beginning, however, 
is not sensed until measure 235 with the return of the main theme’s 
basic idea. The start of the coda is thus indicated notationally at 
measure 232, even though this moment is not aurally perceived as 
a formal beginning. 10 

example 12.2: The recapitulation ends with a reference to the re¬ 
transition of the exposition (see ex. 10.7, mm. 119-22). This “re¬ 
transition” begins to move to the subdominant at measure 267 but 
becomes redirected toward the supertonic in the following mea¬ 
sure. Measure 269 then marks the start of the coda, since this is 
where the music departs from the path of the exposition. 11 

example 12.3: The recapitulation ends at measure 244 with the 
perfect authentic cadence closing the second subordinate theme. 
The coda then starts by sequencing up a third (literally down a 
sixth) the cadential idea, which is fragmented in the following mea ¬ 
sures. By starting the coda in a broader model-sequence process 
(already begun at the end of the recapitulation), a functional con¬ 
tinuation, not an initiation, is expressed. Indeed, a true sense of 
structural beginning does not appear until very late in the coda 
(see ahead ex. 12.9, m. 279), when main-theme material is brought 
back a final time. 12 

example 12.4: Following a series of deceptive cadences at mea¬ 
sures 137 and 139,° the final subordinate theme of the recapitula¬ 
tion does not close with an expected perfect authentic cadence (as 
it did in the exposition, m. 48) but leads instead to a half cadence in 
measure 141 to prepare for the final return of the rondo refrain at 
measure 143. Thus according to the rule, die coda starts in the sec¬ 
ond half of measure 140, that point at which the music of the reca¬ 
pitulation stops corresponding to the exposition. It is almost im¬ 
possible, of course, to perceive this moment as a “beginning,” since 
it brings neither an initiating function (the music is cadential at 
this point) nor any change in texture and rhythmic activity. Rather, 
the return to die main-theme material at measure 143 would seem 
to be the more functional beginning of the coda. 

example 12.5: 1’he closing section of the recapitulation begins at 
measure 132, just as it did at the corresponding place in the exposi¬ 
tion (cf. ex. 8.19, m. 60). Instead of leading into a retransition, as in 
the exposition, die music at measure 137 brings a new one-measure 
model, which is repeated sequentially. There follows a brief caden¬ 
tial figure, which locally modulates into the dominant region. The 
perfect authentic cadence in El at measure 140 and the subsequent 
codettas now permit the appearance of a real retransition (mm. 
142-43), which prepares for the return of the main-theme material 
at measure 144. (In retrospect, of course, we can understand the au¬ 
thentic cadence and closing section in El [mm. 140-42] to be a 
reinterpreted half cadence and a standing on the dominant.) 

Like the previous example, the recapitulation leads without in¬ 
terruption into the coda, whose literal starting point must be lo¬ 
cated at measure 137, where the music of the recapitulation de¬ 
parts from the path taken by die exposition. As regards its formal 
function, however, this moment is a clear continuation following 
on the codettas of measures 132-35. Consequently, these codettas 
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are themselves reinterpreted as basic ideas, and the whole passage 
is understood to be a false closing section, which initiates a new 
thematic unit (ending with the perfect authentic cadence in m. 
140). That Mozart converts the closing section of die recapitulation 
into a false closing section is a further consequence of his already 
having used these same codettas for an earlier false closing section in 
the subordinate-theme group (see ex. 8.19, mm. 54-57). Thus hav¬ 
ing written a single false closing section in the exposition, Mozart 
now writes two—-one residing fully in the recapitulation and the 
other straddling the boundaries of the recapitulation and coda. 


PHRASE- STRUCTURAL 
ORGANIZATION 

The themes making up a coda are, in the majority of cases, 
organized along the lines of a subordinate theme. (The ma¬ 
terial is occasionally derived from the actual subordinate- 
theme area but more often than not is taken from other 
places in the movement.) Any of the loosening devices dis¬ 
cussed in connection with subordinate themes can appear in 
coda themes. The cadential function is especially prone to 
loosening through extension and expansion. As a result, 
considerable emphasis can be accorded to the final cadence 
of the movement. (In the following discussion, specific 
loosening devices typical of a subordinate theme are high¬ 
lighted in italics.) 

example 12.6: Following a brief introduction, the coda begins at 
measure 244 in the major mode with a compound basic idea, taken 
in this case from the subordinate theme as found in the recapitula¬ 
tion (cf. ex. 11.14, m. 178). The idea is repeated with a modal shift 
to make an eight-measure presentation. (This shift to minor, of 
course, restores the primary modality of the work.) Measure 252 
initiates an extended continuation featuring an ascending-stepwise 
sequence. The harmonic acceleration in measures 260-63 can b e 
seen to express the continuation even further, but the harmonies 
there also serve to prolong a first-inversion tonic, thus suggesting 
an expanded cadential progression. The appearance in measure 264 of 
pre-dominant harmony prolonged through measure 268 reinforces 
the idea that a cadential function is under way. The expected ca¬ 
dence is abandoned, however, when the dominant appears in first 
inversion in the following measure 269. An actual cadence to close 
this theme never does materialize, for what we would want to re¬ 
gard as a second coda theme begins at measure 276 (discussed later 
in this chapter). 

example 12.7: The coda starts at measure 265 when the final ca¬ 
dence of the recapitulation’s subordinate-theme group is evaded by 
VH 6 /V, which then leads to a half cadence at measure 267 and 
eight measures of standing on the dominant. The reduced orches¬ 
tration and change to piano at the upbeat to measure 276 signal 
the beginning of the first coda theme. A new presentation (built 
with material similar to the preceding standing on the dominant) is 
supported by a weak tonic prolongation owing to the metrical place¬ 
ment of the harmonies (dominant on strong measures, tonic on 
weak measures). 14 The following continuation=s>cadential phrase 


(mm. 280-87) ls supported by an expanded cadential progression, 
whose pre-dominant is embellished by neighboring chords. The 
concluding perfect authentic cadence at measure 287 elides with 
a second coda theme, one that brings a modal shift to minor and 
that otnits an initiating function by beginning directly with model- 
sequence technique. The music leads quickly to an internal domi¬ 
nant arrival at measure 293; the subsequent standing on the domi¬ 
nant is followed at measure 301 by a new expanded cadential progres¬ 
sion, whose initial I 6 is prolonged by the conventional Vi. The 
theme achieves powerful closure with the perfect authentic ca¬ 
dence at measure 309, 15 

Although coda themes are normally loose in structure, 
a conventional tight-knit organization appears now and 
then, particularly in sonata-rondo form. Most often such 
themes are based on the main theme of the exposition, and 
sometimes they even duplicate its form. 16 A tight-knit coda 
theme can also be derived from other material in the move¬ 
ment. 17 

Most coda themes close with a perfect authentic cadence 
in the home key. Therefore, depending on whether they are 
constructed in a tight-knit or loose manner, their formal or¬ 
ganization will resemble either a main or a subordinate 
theme. Some units of a coda, however, conclude with a half 
cadence (or dominant arrival). In such cases, the passage re¬ 
sembles the kinds of structures found in a transition or de¬ 
velopment. A half cadence usually appears early in a coda, 
especially when that section starts without any obvious 
sense of functional beginning. 18 

example 12.3: As mentioned, the initial unit of the coda begins 
with a sequential repetition of the cadential idea from the end of 
the second subordinate theme. The coda continues at measure 250 
with further model-sequence technique based on this model and 
eventually arrives on a half cadence at measure 261, followed by a 
standing on the dominant. The extensive sequential activity in this 
opening unit is comparable to a transitional or even developmental 
passage. (The entire unit from m. 246 to m. 267 could also be ana¬ 
lyzed as closing with an internal half cadence, thus forming the 
first part of a two-part coda theme, analogous to a two-part subor¬ 
dinate theme.) 

example 12.8: The coda begins at measure 202 by eliding with 
the final cadence of the recapitulation’s second subordinate theme. 
The music at this point appears as though it were functioning as 
a closing section, but after a fairly extensive tonic prolongation, 
the dramatic appearance of the Ff seventh chord in measure 214 
throws into doubt the prevailing harmonic-tonal context. When 
this sonority eventually leads to a dominant arrival of the home 
key at measure 222 (by means of an intervening B-minor six-four, 
mm. 218-21), we understand that the Fit seventh chord functions 
as an unusual chromatic pre-dominant (built on tire raised fourth 
scale-degree). 19 The resulting dominant arrival at measure 222 is 
premature, since nothing here suggests the end of any phrase- 
structural process. A subsequent standing on the dominant stretches 
from measure 226 to measure 237, after which main-theme mater¬ 
ial returns. 



example 12.6 (a) Beethoven, Overture to Coriolanus , Op. 62, 238-314; (b) mm. 1-16 
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example 12.7 Haydn, Symphony No. 104 in D (“London”), iv, 261-332 
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The organization of the standing on the dominant is unusual: 
with the change of material at measure 226, Haydn reduces the 
texture to a single voice, thus suggesting the imminent return of a 
new beginning supported by tonic. When the texture becomes 
fuller at measure 230, he surprisingly retains the dominant pedal. 
He eventually reduces the texture again at measure 236, which fi¬ 
nally leads to the return of main-theme material at measure 238. 
The passage of fuller texture (mm. 230-36) is needed, perhaps, to 
restore more conventional pre-dominant harmonies (HI, V/V), al¬ 
beit within the dominant pedal. (Exs. 12.8b and 12.8c are discussed 
later in this chapter.) 

Most codas end with a closing section (made up of codet¬ 
tas) that follows the final perfect authentic cadence of the 
home key. The melodic-motivic content of this closing sec¬ 
tion may be new, 20 or it may be based on material appearing 
earlier in the movement. Sometimes the closing section is 
extremely short, or it may be omitted altogether. 21 

If the closing section from the recapitulation has been 
eliminated (because the coda starts immediately after the 
subordinate-theme group), the coda will likely restore that 
deleted material as its own closing section (see the discus¬ 
sion of ex. 12.8 in the section on “restoration of deleted ma¬ 
terial”). When that is the case, the coda can sometimes give 
the impression of being interpolated in, rather than follow¬ 
ing on, the recapitulation. 

COMPENSATORY FUNCTIONS 

In addition to its primary function of expressing an after - 
the-end, most codas also treat compositional matters not 
directly implicated in the movement’s more fundamental 
tonal and formal processes (these are generally completed 
in the recapitulation). Recent studies by Charles Rosen, 
Joseph Kerman, and Robert P. Morgan have devoted con¬ 
siderable attention to how the coda, respectively, disposes 
of “unfinished business,” 22 effects “thematic completion,” 23 
and achieves the true “culmination” of the movement. 24 

A major reason that the coda takes on these roles is that 
the preceding recapitulation is relatively constrained in how 
it can deal with ideas arising earlier in the movement. Since 
the recapitulation is normally required to bring back mater¬ 
ial from the exposition in essentially the same order, there is 
little opportunity, say, for recalling the main theme late in 
the movement, for referring to ideas arising in the develop¬ 
ment, or for shaping a new dynamic curve to end the move¬ 
ment. As a result, the coda can be seen to compensate for 
the inappropriateness of earlier sections to achieve these 
and other compositional goals. The following five compen¬ 
satory functions of a coda are regularly observed in the clas¬ 
sical repertoire. 

Recollection of main-theme ideas. The notion that die mu¬ 
sical material at the beginning of a movement should return 


to ward its end—dius lending a kind of circularity to the over¬ 
all form—gained a certain currency in the classical period. 25 
In fact, some full-movement forms (large ternary, five-part 
rondo, and sonata-rondo) require a return of the main theme 
(or at least a significant portion of it) toward the close of the 
movement. Other formal types (such as the sonata and min¬ 
uet), however, see the return of the main theme only at the 
beginning of the recapitulation. In these forms, if the com¬ 
posers wish to bring back main-theme material late in die 
movement, they normally have to place it in a coda. Indeed, 
this is perhaps the coda’s principal compensatory function, for 
most codas refer at some point to main-theme ideas. 

Except in the case of the sonata-rondo, main-theme 
material in a coda is not usually shaped into the same tight- 
knit form that it took in the exposition. Rather, the material 
tends to be structured more loosely, along the lines of a 
subordinate theme. At times, main-theme ideas do not even 
receive cadential closure and end up instead forming part of 
the closing section to the coda. 

example 12.8: The return at measure 238 of main-theme material 
imparts a distinctly rondo character to this sonata-form finale. The 
scries of deceptive cadences (mm. 245 and 247) loosens the struc¬ 
ture (in the sense of a subordinate theme) and thus creates a 
greater sense of cadential arrival than originally found in the main 
theme itself (cf. ex. 4.x). 26 

example .12.9: Main-theme material appears for a final time at 
measure 279 of the coda. In its original version (see ex. 13.4 in the 
following chapter), the fanfare opening, with its exclusively tonic 
support, is eventually followed by a cadential phrase (mm. 22-25) 
to close the theme. In the coda, the root-position tonic is retained 
obsessively to the end, thus prohibiting any cadential activity. As a 
result, material that had functioned as a main theme at the begin¬ 
ning of the exposition (and recapitulation) now functions as a clos¬ 
ing section at the end of the coda. 27 

Restoration of deleted material from the recapitulation. 
To fulfill its own particular formal functions, the recapitula¬ 
tion frequently deletes passages from the exposition. The 
possibility of “recapitulating” this deleted material is of¬ 
fered by the coda. 

example 12.8: The dramatic tonicization of B minor occurring at 
measures 214-2T was already described as an unusual prolonga¬ 
tion of pre-dominant harmony (built on the raised fourth degree 
in the bass). Beyond the passage’s cadential function of leading to 
a dominant arrival, its appearance here is surely motivated by a 
similarly dramatic tonicization of B minor (SK: III) following an 
evaded cadence in the exposition’s subordinate theme (ex. 12.8b). If 
Haydn had used this same continuation in the recapitulation, he 
would have had to transpose it down a fifth into E minor for the 
purpose of tonal adjustment. So in order to “recapitulate” a com¬ 
parable event at its original tonal level, he deleted that continua¬ 
tion from the recapitulation and instead introduced a new B-minor 
tonicization into the coda. 
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Another deleted passage from the recapitulation reappears at 
the end of the coda’s closing section (mm. 255-61). This series of 
reversed “oomp-chink” ideas would ordinarily have been placed at 
measure 202 to serve as the closing section of the recapitulation, 
along the lines of the exposition (ex. 12.8c). Instead, Haydn writes 
a different closing section at m. 202 (ex. 12.8a) that consists of run¬ 
ning sixteenth notes (probably to create a greater sense of rhyth¬ 
mic momentum leading up to the dramatic Fit seventh outburst). 
At the final cadence of the coda (m. 249), Haydn brings back a new 
series of running sixteenth notes but eventually restores the closing 
section deleted from the recapitulation in order to conclude the 
coda as he had concluded the exposition. 28 

Reference to the development section. Whereas the reca¬ 
pitulation requires the composer to rework the exposition, 
an opportunity to bring back material from the develop¬ 
ment section is not necessarily afforded by any of the stan¬ 
dard full-movement forms. If the composer wishes to refer 
to ideas from the development, the logical place to do so is 
in the coda, especially at its start. Indeed, the opening of 
that section lends itself well to recalling the opening of 
the development, because both follow on similar material, 
namely, the closing section of the exposition and recapitula¬ 
tion. 29 Moreover, the early part of the coda is an appropri¬ 
ate place to destabilize the prevailing emphasis on the home- 
key tonic, especially through the use of model-sequence 
technique that may resemble a development. 

The analogous formal positions of development and 
coda—both following on similar sections (exposition and 
recapitulation)—have led some theorists to view the coda as 
a “terminal” development, particularly in the hands of 
Beethoven. 30 Following Kerman’s powerful critique, the 
notion of the coda as a kind of development has fallen into 
disrepute. 31 In fact, we have seen in this book that these two 
sections are fundamentally different in tonal and formal or¬ 
ganization. So to say that the coda refers to material from 
the development, as stated in the previous paragraph, is not 
to claim that the former functions, or structures itself, like 
the latter. 

example 12.2: The opening of the coda clearly derives from the 
core of the development (cf. ex. 10.7a, mm. i28ffi). Indeed, the rest 
of the coda (except the last seven measures) “develops” this mater¬ 
ial, though entirely in the stable context of the home key. Although 
the original source for the ascending “jagged” line and its subse¬ 
quent linear descent is the retransition at the end of the exposition 
(see ex. 10.7a, mm. 119-21), the extensive treatment of this idea in 
the core gives the impression of its being “new” material, largely 
unrelated to what happens in the exposition. For this reason, it is 
appropriate for the material to appear again, this time adjusted 
back into the home key. The coda provides the logical place for 
this “recapitulation” of material “exposed” in the development. 32 

Shaping a new dynamic curve. If a movement ends with 
the closing section of the recapitulation, the final dynamic 
curve of the movement will conform to that established by 


the closing section of the exposition. For example, if the ex¬ 
position’s closing section features a recessive dynamic lead¬ 
ing to piano and then concludes suddenly with several forte 
codetta chords, this same dynamic curve will normally reap¬ 
pear at the close of the recapitulation to provide an end for 
the movement. In some cases, however, the way in which 
the exposition ends dynamically is not suitable for ending 
the complete movement, and thus the composer may very 
well use a coda to shape a new dynamic curve. Some of the 
most striking examples are in works by Beethoven, in which 
an extensive passage of progressive dynamic leads to the 
most powerful climax in the movement. 33 Some of his codas, 
however, close with a marked recessive dynamic, sometimes 
leading to a complete dissolution of the texture. 34 

example 12.6: The closing section of the exposition retains the 
forte dynamic achieved at the end of the subordinate-theme group 
(see ex. 8.4, mm. no-18). The end of the recapitulation (mm. 
238-40) projects this same dynamic. But for obvious program¬ 
matic reasons associated with the tragedy of Coriolanus, Bee¬ 
thoven is not satisfied with this powerful dynamic to close the 
overture. He thus cuts off the recapitulation even before the ap¬ 
pearance of the closing section and suddenly reduces the dynamic 
to piano (m. 242). Following another buildup to fortissimo at mea¬ 
sure 264, the return of main-theme material at measure 276 sus¬ 
tains this dynamic until measure 290, at which point there begins a 
gradual decrescendo, leading down to pianissimo string pizzicati at 
the very end of the movement. The systematic deceleration of the 
eighth-note motive from measure 297 to measure 310 is especially 
effective in helping project the recessive dynamic. 35 

Realization of unrealized implications. Many of the 
compositional processes initiated in a work imply particular 
modes of continuation. Some of these implications are real¬ 
ized immediately; others are realized only much later in the 
movement; and still others may never be realized at all. 36 
The coda gives the composer the last opportunity of realiz¬ 
ing an earlier implication, often one that would not have 
found an appropriate realization earlier in the movement. 
These implications usually arise in relation to the main 
theme, particularly a “problem” or “disturbance” that is not 
resolved until the coda. 37 

example 12.6: The reappearance of main-theme material in the 
coda (mm. 2 76ff.) realizes several implications arising earlier in the 
movement. First, the recapitulation of the main theme in the sub¬ 
dominant (discussed in connection with ex. 11.17, m. 152) implies 
that the theme will receive tonal adjustment at some later point. 
This implication is realized when measure 276 brings the first 
home-key restatement of the main theme since the very beginning 
of the work. 

Second, a cadential ambiguity at die close of the main theme in 
the exposition (ex. 12.6b)—is it a half cadence at measure 13 or an 
elided perfect authentic cadence at measure 15?—implies the later 
realization of a clearer cadential goal. 38 In the coda, the theme un¬ 
equivocally closes at measure 296 with a perfect authentic cadence. 
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example 12.10 (a) Mozart, Symphony No. 39 in E-flat, K. 543, ii, 144-61; (b) mm. 20-27; ( c ) mm - 91-96 
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example 12.ii Beethoven, Piano Sonata in C Minor, Op, 10/1, ii, 89-112 


[RECAPITULATION] CODA 

[Subordinate Theme] Coda Theme (fr. M.T.) 

presentation continuation 



continuation (rep.) closing section 

cod. 




even though the cadential progression itself (a simple I-V-I) is 
somewhat unconventional. (The more typical cadential I 6 and II 6 
are missing from the cadential progression, perhaps because they 
had already been sufficiently exploited in the earlier abandoned ca¬ 
dential progression of measures 260-69. I n this connection it is 
interesting to note that Beethoven brings, in measures 288-90, 
another reference to the harmonic progression of that abandoned 
cadence just before the real cadence in the following measures.) 

example 12.10: The return to main-theme ideas in the coda (m. 
144) realizes an interesting implication engendered by the expres¬ 
sive turn to minor at measures 22-25 of the exposition’s main 
theme (ex. 12.10b). Since a modal shift is most unusual in a main 
theme, its use here implies that the theme may return later, ex¬ 
punged of this minor-mode disturbance. Indeed, an explicit modal 
shift is eliminated in the coda’s version of the theme, although 
Mozart continues to make oblique reference to the minor mode by 
means of the Os in the lower voice of measures 151 and 155. 

A different implication is realized when the coda version of the 
theme closes with a perfect authentic cadence (m. 158), which had 
been eliminated in the recapitulation (ex. 12.10c). There, the 
modal shift at measure 91 leads the music into the remote region 
of O minor (notated as B minor), (The appearance of O minor at 


measure 96 is itself a realization of the implication that the pitch 
O in measures 22-25 t ex - i2-t°b] may later be exploited as a sig¬ 
nificant tonal region.) 

example 1 2. 11 : The coda begins with an explicit reference to the 
main theme. In the exposition, this theme is constructed as a 
compound period (see ex. 5.10), whose constituent antecedent 
and consequent units are simple sentences. In the coda, the four- 
measure presentation is brought back intact (mm. 91-94), but 
the continuation is markedly different from either of the two ver¬ 
sions of the exposition (ex. 5.10, mm. 5-8 and mm. 13-16). 
There the continuations bring striking intensifications in both 
rhythm and melody (the use of the double-dotted eighth and 
thirty-second figure and the rapid ascents leading first to the high 
At in m. 6 and then to F in m. 14). This prominent increase in 
rhythmic and melodic activity is appropriate enough for the be¬ 
ginning of a movement, where the composer strives to “open 
up” a variety of compositional processes. The implication for a 
simpler continuation is ultimately realized in the coda (mm. 
95-102), where the continuation phrases (and the subsequent 
codettas) have a decidedly “closing down” character, owing to the 
linear descent from the fifth scale-degree in generally even note 
values. 
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Sonata Form 


Sonata form is the most important large-scale formal type in 
instrumental music of the classical period. Almost every 
multimovement work (except the concerto) contains at least 
one movement written in this form.' But sonata form is im¬ 
portant not only because of its frequency of use: many his¬ 
torians and theorists consider it to be the period’s most 
highly developed and complex compositional design, the 
one in which composers reveal their greatest technical skill 
and expressive potential. Moreover, sonata form continued 
to exert enormous influence over compositional practice in 
later musical styles, and it remained a viable form, albeit 
highly modified, at least until the middle of the twentieth 
century. 

Sonata form consists of three large-scale functions— 
exposition, development, and recapitulation. Two addi¬ 
tional functions are sometimes included: the exposition may 
be preceded by an introduction (in a slow tempo), and the 
recapitulation may be followed by a coda. Because the de¬ 
velopment, recapitulation, and coda, as well as the exposi¬ 
tion’s constituent functions (main theme, transition, and 
subordinate theme), were treated at length in parts II and 
III of this book, it remains the task of this chapter to sum¬ 
marize the essential characteristics of the form and to exam¬ 
ine a number of issues left undiscussed. These include the 
sonata’s overall tonal organization, the relation of interthe- 
matic functions to cadential goals within the exposition, 
various issues associated with main themes (including the 
possibility of their nonconventional organization), difficul¬ 
ties in determining the boundary between the transition 
and the subordinate theme, and the structure of the slow 
introduction. 

In its large-scale tonal and form-functional organization, 
sonata form is analogous to the small ternary form. The 
sonata’s three principal functions correspond in many re¬ 
spects to the three functions of that smaller theme-type. 
More specifically, sonata form resembles the rounded bi¬ 
nary version, since the exposition is normally repeated (as 
indicated by double-bar lines) and the development and re¬ 
capitulation are sometimes repeated together (almost al¬ 
ways in works written before 1780). 2 


Just as theorists and historians have debated whether the 
small ternary is essentially two parts or three parts, so too 
have they disagreed over the fundamental partitioning of 
sonata form. The arguments on each side are largely the 
same as with the small ternary, 3 and the dispute is likewise 
founded on a false dichotomy, since differing modes of or¬ 
ganization generate both bipartite and tripartite character¬ 
istics in sonata form. This book, with its focus on formal 
functionality, emphasizes the ternary aspects of the sonata, 
but without thereby meaning to devalue its manifestly bi¬ 
nary traits. 

OVERALL TONAL 
ORGANIZATION 

In one major respect, sonata form differs fundamentally 
from the small ternary: whereas an A section may or may 
not remain in the home key, a sonata exposition necessarily 
modulates to a subordinate key. This tonal requirement 
gives rise to a central characteristic of sonata form highly 
emphasized in recent literature—the dramatic establish¬ 
ment in the exposition of two contrasting tonal regions. 
The second region (the subordinate key) is understood to 
create a structural dissonance in relation to the first (the 
home key), one that is intensified throughout the develop¬ 
ment and is eventually resolved (in favor of the home key) 
in the recapitulation. 4 

A view of sonata form that focuses primarily on the ini¬ 
tial dramatic conflict of two keys and its eventual resolu¬ 
tion is clearly attractive. But this tonal-polarity model is defi¬ 
cient in several respects. First, the notion of a structural 
dissonance in the exposition may be evident enough in 
major-mode movements, in which the subordinate key is 
the dominant region. But in most minor-mode move¬ 
ments, in which home and subordinate keys share the same 
basic scale, the sense of genuine tonal polarity is less palpa¬ 
ble. Second, this view says little about the tonal plan of the 
development. At most, the various keys and regions ex¬ 
plored in that section are considered, following Schenker, 
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TABLE I3.I 

Cadential goals and form-functional patterns 


Pattern 



Cadences 




One Required 

Optional 

Required 

HC in HK 

PAC in HK 

HC in HK 

HC in SK 

PACinSK 

i 

_a 

MT 

— 

Tr mod 

ST 

2 

MT 

— 

— 

Tr mod 

ST 

3 

MT ant 

Mt cons 

_ 

Tr mod 

ST 

4 

— 

MT 

Ir non-mod 

— 

ST 

S 

(MT) b 

MT 

Tr non-mod 

ST pt 1 

ST pt 2 

6 

(MT) b 

MT 

Tr pt: t 

Tr pt 2 

ST 

7 

(MT A) b 

MT A 

MT B 

MT A'=sTr 

ST 

8 

MT 

— 

_ 

_ 

Tr/ST 


Abbreviations: A = small ternary exposition; A' - small ternary recapitulation; ant = antecedent; B = small ternary contrasting middle; cons = 
consequent; HC = half cadence; HK = home key; mod = modulating; MT - main theme; non-mod = nonmodulating; PAC = perfect authentic 
cadence; pt = part; SK - subordinate key; ST = subordinate theme; Tr - transition; Tr/ST = fusion of transition and subordinate theme; 

=> = “becomes” 

a. A dash indicates that the cadence is omitted from the pattern. 

b. A half cadence at the end of an optional antecedent phrase of the main theme. 


to prolong a more fundamental dominant achieved in the 
exposition. 

To complement our understanding of sonata form’s 
tonal organization, a second view should be recognized, one 
that is derived from earlier baroque practice. This tour-of- 
keys model sees the subordinate key in the exposition as the 
first of various keys to be explored throughout the entire 
movement. 5 Compositions written in the first half of the 
eighteenth century typically present one fundamental me¬ 
lodic idea (i.e., a fugue subject or ritornello theme) in the 
home key and then proceed to explore systematically the 
expressive and developmental possibilities of that idea by 
setting it in a variety of related keys In the second half of 
the century, the tonal-polarity model gained ground and 
eventually came to dominate tonal organization in the 
sonata (and other full-movement forms). But the tour-of- 
keys model continued to have an effect. Its influence can be 
seen most clearly when the movement confirms one or 
more development keys by an authentic cadence. 6 The 
model is particularly evident when extensive material from 
the exposition reappears (transposed) in the development, 
as occurs frequently with Haydn (see the discussion of ex. 
10.18). A vestige of the model can also be found when the 
recapitulation emphasizes the subdominant, notably when 
material from the main or subordinate themes is set into 
this region. 7 

Taken together, these two models provide a fairly com¬ 
plete picture of the large-scale tonal design of the classical 
sonata form. The tonal-polarity model emphasizes the op¬ 
positional nature of two primary keys, and the tour-of-keys 
model emphasizes the diversity of tonal expression arising 
throughout the movement. 


CADENTIAL GOALS 
IN THE EXPOSITION 

In a sonata exposition, the establishment of two primary 
keys is articulated by a succession of cadential goals. In its 
complete form, this series of cadences projects a tonal curve 
that (1) partially confirms the home key by means of a half 
cadence, (2) fully confirms that key by a perfect authentic 
cadence, (3) destabilizes the home key by a half cadence or 
dominant arrival, (4) partially confirms the subordinate key 
by a half cadence or dominant arrival, and (5) fully confirms 
the new key by a perfect authentic cadence. 

These cadential goals can relate to the exposition’s con¬ 
stituent interthematic functions in a variety of ways. Eight 
such patterns are shown in table 13.1. (Other patterns seen 
now and then can usually be understood as variants of those 
presented.) Note that any one of the first four cadences can 
be omitted, as indicated by the dashes; however, the perfect 
authentic cadence of the subordinate key must always ap¬ 
pear. 8 The exposition must also contain at least one cadence 
confirming the home key. 

1. In this common pattern, the main theme, usually 
built as a sentence (or sentential hybrid), closes with a 
perfect authentic cadence. The home key is thus fully 
confirmed early in the form. A transition then modu¬ 
lates to the subordinate key, which is confirmed when 
the subordinate theme concludes with a perfect au¬ 
thentic cadence. 

2. This pattern is like the preceding one, except that 
the main theme (again, sentential) ends with a half 
cadence. The home key is only partially confirmed, 
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full confirmation being postponed until much later 
in the movement (most likely toward the end of the 
recapitulation). 

3. This pattern combines features of the two previous 
ones. Here, the main theme is more or less periodic: 
an antecedent first brings partial confirmation of the 
home key, and a following consequent (or continua¬ 
tion) achieves full confirmation of the key. 

4. The main theme fully confirms the home key, which 
is then destabilized by a nonmodulating transition. 
The subordinate key is fully confirmed without any 
prior partial confirmation. 9 

5. In this pattern, the home key is destabilized in two 
stages. First, a nonmodulating transition brings a half 
cadence in that key, and then the subordinate theme 
brings an internal half cadence in the new key. Full 
confirmation occurs at the end of the subordinate 
theme. 10 A variant arises if the main theme is peri¬ 
odic, in which an antecedent brings a half cadence be¬ 
fore the perfect authentic cadence ending the theme. 11 
In this form, all five of the primary cadential goals 
occur in the exposition. 12 

6. Here, the two stages of home-key destabilization take 
place in a two-part transition. 13 

7. In this pattern, the main theme is constructed as an 
incomplete small ternary. The close of the A section 
brings a perfect authentic cadence in the home key, 
and the B section brings a half cadence (or dominant 
arrival). An expected A' section begins to sound but 
eventually fails to reach completion as the music 
modulates to the new key. As a result, we retrospec¬ 
tively understand this section as a transition. 14 

8. Following a half-cadential articulation of the home 
key at the end of the main theme, the functions of 
transition and subordinate theme are fused into a sin¬ 
gle unit, a situation discussed and illustrated later in 
this chapter. 15 

MAIN THEME 
General Issues 

The main theme of a sonata exposition is most often con¬ 
structed as one of the conventional theme-types described 
in part II of this study—sentence, period, hybrid, small 
ternary, or small binary. A significant minority of main 
themes are nonconventional in their organization, as dis¬ 
cussed in the next section. 

To fulfill its principal tonal function, the main theme 
must reside primarily in the home key. The theme may 
bring a transient modulation, but the home key eventually 
returns at the close. Most main themes end with a perfect 
authentic cadence, rarely with an imperfect one. A sonata’s 
main theme may also end with a half cadence as long as 


there has not been an internal modulation. Such partial 
confirmation is acceptable in the exposition because ample 
opportunity will be afforded later in the recapitulation to 
reconfirm the home key with authentic cadential closure. 
Main themes in a minor mode often close with a half 
cadence, since the resulting degree of tonal instability 
matches the unsettled emotional quality typically expressed 
by movements in this mode. Unlike subordinate themes, 
which frequently shift from major to minor (or vice versa), 
main themes normally remain in a single mode throughout. 
The few exceptions in the literature create a striking effect 
(see chap. 8, n. 64). 

Many main themes exhibit a certain hesitancy or uncer¬ 
tainty in the course of their unfolding, often bringing sud¬ 
den, striking changes in texture and marked discontinuities 
in rhythmic momentum. In fact, it often is not until the be¬ 
ginning of the transition that the movement seems finally 
to “get under way.” 16 As a result, the main theme itself may 
seem to possess an “introductory” character. Such a main 
theme, however, must not be confused with an actual intro¬ 
duction. Despite the theme’s textural, dynamic, and rhyth¬ 
mic instabilities, it still contains sufficient tonal, cadential, 
and phrase-structural solidity to function as the true formal 
beginning of the exposition. 

If the main theme ends with a perfect authentic cadence, 
a closing section made up of codettas may be appended. 
Main themes closing with a half cadence may be followed 
by a postcadential standing on the dominant. 17 A main 
theme ending with a perfect authentic cadence may also 
be immediately followed by a second main theme to cre¬ 
ate a main-theme group (analogous to a subordinate-theme 
group). 18 It is important to note that both themes in the 
group end with a perfect authentic cadence in the home 
key. If a presumed second main theme were to end with a 
half cadence, it would destabilize the home key and thus ex¬ 
press transition function (as either a single nonmodulating 
transition or the first part of a two-part transition). 

Nonconventional Forms 

The main themes of some sonatas have a nonconventional 
formal organization; that is, they cannot be easily accommo¬ 
dated by such standard categories as sentence, period, and 
hybrids. A nonconventional theme should, in principle, be 
distinguished from a conventional one that “deviates from 
the norm.” The distinction is not always so facile, however, 
and even some of the examples here may be understood as 
extreme deviants of a particular conventional type. 

Although thematic nonconventionality is a criterion of 
loose formal organization, a nonconventional main theme is 
usually more tightly knit than the subsequent thematic 
units of the movement. Indeed, many nonconventional main 
themes are eight measures in length. Sometimes, however, 
a main theme may be sufficiently loose in organization to 



example 13.i Haydn, String Quartet in G Minor (“Rider”), Op. 74/3, iv, 1-8 
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example 13 .2 Mozart, Symphony No. 38 in D (“Prague”), K. 504, i, 37-45 




example 13.3 Haydn, Piano Sonata in E Minor, Hob. XVL34, i, 1-8 



example 13.4 Haydn, Symphony No. 97 in C, i, 14-25 
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resemble a subordinate theme. In such cases, comparison 
with the actual subordinate theme of the movement reveals 
the former theme to be more tightly knit. 

If we cannot generalize about typical characteristics of 
nonconventional themes (if we could, they would no longer 
be nonconventional!), it usually is possible to situate many 
of them in one (or more) of the following groups. 

Eight-measure themes. Some main themes are organized 
in a nonconventional manner but still occupy eight mea¬ 
sures, just like the simple sentence, period, or hybrid. As a 
result, the nonconventional theme retains a distinct sense of 
tight-knit organization despite its formal irregularities. 
Most often, the grouping structure of the eight measures is 
asymmetrical, yet the internal units express definite intra- 
thematic functions. 

example 13.1: The grouping structure of this eight-measure 
theme is 2 + 3 + 3. The opening two measures contain a standard 
basic idea (itself subdivided 1 + x). The following three measures 
are continuational in expression, as the bass line rises from the first 
to the third scale-degree and the surface rhythmic activity of the 
melodic line increases significantly. The final three measures bring 
cadential function to close the theme with a half cadence. Although 
this main theme is clearly more sentential than periodic, the lack of 
a presentation and the presence of separate continuation and ca¬ 
dential units discourage us from classifying it as a genuine sen¬ 
tence, even a highly deviant one. 

example 13.2: The lack of melodic profile in measure 37 implies 
introductory function. In the following measures, harmonic in¬ 
stability, fragmentation, and increased surface rhythm project a 
strong continuational quality, which is maintained up to the im¬ 
perfect authentic cadence at measure 43. (The authentic cadence 
is imperfect, because the violin line in measure 43 ends on FI, the 
third scale-degree. The tonic scale-degree sounding above on the 
downbeat of that measure belongs to the winds and brass.) Elid¬ 
ing with the cadence is a two-measure codetta containing fanfare 
motives. 19 

The direct move from an introduction to a continuation, 
thereby circumventing any clearly defined initiating unit, makes 
this theme highly nonconventional. Yet despite its irregularities, it 
occupies the standard eight measures. Note that the codetta, which 
fills out the eight-measure span, emphasizes root-position tonic 
and thus compensates for the minimal expression of this harmony 
at the opening of the theme. 

example 13.3: The opening three measures are supported by 
root-position tonic, and the move to VI in measure 4 can be seen 
to prolong this harmony. But the change in surface harmony com¬ 
bined with a marked change in articulation (from staccato to 
legato) permits measure 4 to group with the following measure, 
supported by V 6 . A half cadence on the second beat of measure 6 
marks the structural end of the theme, and the dominant is further 
prolonged by the twofold repetition of the half-cadence idea in 
measures 7 and 8. The resulting grouping structure (3 + 3+2) 
creates an asymmetrical subdivision of the eight-measure theme. 


(Measure 6 could also be seen to group with its following two mea¬ 
sures, thus yielding 23 + 2 + 3 structure.) 

From a form-functional point of view, measures 1--3 are clearly 
initiating, yet interpreting these measures as either an expanded 
basic idea or a compressed presentation seems somewhat uncon¬ 
vincing. Measures 4-6 bring continuation and cadential func¬ 
tions, and measures 7-8 are postcadential. The theme is clearly 
related to the sentence, but that theme-type remains insufficiently 
expressed. 20 

Tonic pedal, fanfare gestures. Some main themes begin 
with a long tonic pedal, over which may be found gestures 
that evoke a heraldic, fanfare style. Such powerful passages 
are ideal for projecting a strong opening, but they often ob¬ 
scure a clear sense of basic idea and its repetition, or its jux¬ 
taposition with a contrasting idea. The lack of a conven¬ 
tional initiating function thus makes it difficult to classify 
such a theme as one of the standard types. 

example 13.4: All the orchestral forces combine in unisons and 
octaves to sound out a series of fanfare-like gestures. The texture 
becomes more chordal beginning at measure 21, and the move to 
I 6 in the following measure initiates a cadential progression leading 
to closure at measure 25. The internal grouping structure of the 
opening eight measures is ambiguous enough to make it almost 
impossible to demarcate a conventional basic idea and contrasting 
idea. To be sure, the theme has a general sentential quality about 
it: the cadential function is obvious, and there is a general accelera¬ 
tion of rhythmic activity in the course of the opening eight mea¬ 
sures. But it is difficult to distinguish clearly between presentation 
and continuation functions. The theme is thus best regarded as 
nonconventional in organization. 21 

Omission of initiating function. Some main themes are 
nonconventional because they lack a clear sense of func¬ 
tional initiation. In such cases, the theme seems to start “in 
the middle” or “toward the end,” that is, with continuation 
or cadential functions. 22 This formal anomaly has already 
been seen in connection with example 13.2, in which after a 
one-measure introduction, the instability of the material 
immediately expresses continuation function. A main theme 
that begins even more obviously “toward the end” has al¬ 
ready been seen in example 8.13b, in which an initiating 
tonic harmony is entirely absent. 

example 13.5: The slow introduction ends, unusually, on a pre¬ 
dominant VIls/V, 23 whose resolution to V 6 (along with the change 
of tempo) marks the beginning of the main theme. The first four- 
measure unit is characteristic of a continuation phrase, ending 
with a perfect authentic cadence in measure 20. The following 
material, with metrical emphasis on the subdominant (albeit in a 
tonic prolongation), suggests either a series of codettas or the be¬ 
ginning of a contrasting middle. 24 As the music continues, these 
measures (21--24) are understood as a false closing section, and 
further continuational material leads to measure 29, where the 
initial continuation phrase returns to create a second cadence (m. 
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32), one that elides with the beginning of the transition. The en¬ 
tire thematic complex (mm. 17-32) is highly nonconventional, 
even though a logical succession of intrathematic functions is 
clearly expressed. 25 

Loose organization. Some main themes are constructed 
in a manner considerably less tightly knit than would ordi¬ 
narily be expected. At times, the loosening techniques re¬ 
semble those associated with a subordinate theme, such as 
redundant repetitions, cadential extensions and expansions, 
and internal dominant arrivals. Although the main theme’s 
form-functional characteristics may be like those of a sub¬ 
ordinate theme, the melodic, rhythmic, and textural as¬ 
pects usually are typical of a main theme (especially in the 
use of “opening up” gestures and marked discontinuities of 
rhythm and texture). As a rule, a loosely organized, non¬ 
conventional main theme is still more tightly knit than the 
subordinate theme appearing later in the exposition. 

example 13.6: The opening eight measures give the initial im¬ 
pression of being a simple sentence, but the absence of harmonic 
activity in the “continuation” (mm. 5-8) and the resulting lack of 
cadence disallows this interpretation. Instead, the entire eight- 
measure group, supported by a single harmonic progression, can 
be seen as the primary initiating unit of the theme. The following 
measures have a definite continuational quality, although the actual 
grouping organization is somewhat obscured by various imitations 
and recombinations of the scalar motives first presented in mea¬ 
sures 9-12. At measure 16, a sudden modulation to the dominant 
region (E major) brings an imperfect authentic cadence, which is 
extended postcadentially to measure 20. 

When the initial basic idea returns in the home key, we recog¬ 
nize the previous authentic cadence in E to be a reinterpreted half 
cadence in A and so can view the entire first part of the theme as a 
highly expanded antecedent. The rest of the consequent is made 
up of the antecedent’s continuation (somewhat extended), which 
leads to a perfect authentic cadence at measure 32. Although the 
theme has a certain periodic structure, the various repetitions, ex¬ 
pansions, and extensions render it quite loose relative to most main 
themes in the classical repertory. But if we compare this theme 
with the subsequent subordinate theme (see ex. 8.12), we will read¬ 
ily perceive that the latter—with its omission of initiating func¬ 
tion, modal shift, chromatic sequences, and expanded cadential 
progressions—expresses a decidedly looser organization. 26 


OBSCURED BOUNDARY 
BETWEEN TRANSITION AND 
SUBORDINATE THEME 

The structure and function of the transition and subordi¬ 
nate theme were treated in detail in chapters 8 and 9. One 
important issue, however, has not yet been covered suffi¬ 
ciently, namely, those expositions in which the boundary 
between these functions is obscured. Such situations often 
pose difficulties of analysis, and in extreme cases, it may not 


be possible to distinguish with certainty where one function 
ends and the other begins. 

In most late-eighteenth-century sonata expositions, this 
important boundary is demarcated clearly, not: only through 
appropriate form-functional devices (an obvious ending for 
the transition and a distinct initiation for the subordinate 
theme), but also through a marked change in melody, 
rhythm, and texture. In some cases, however, the music 
flows without interruption from the transition into the sub¬ 
ordinate theme. If sufficient form-functional cues are pre¬ 
sent—a distinct half cadence and standing on the dominant 
(in the subordinate key) followed by new material in a firm 
tonic prolongation—then the beginning of the subordinate 
theme can still be well articulated. 

In a few works, such cues are considerably weaker, or 
even missing, and the listener only gradually becomes 
aware that the subordinate theme is indeed under way. Two 
different conditions are responsible for promoting confu¬ 
sion about this boundary: the transition lacks a concluding- 
function, and the subordinate theme lacks an initiating 
function and thereby fuses with the transition (which may 
also lack a normal ending) to form a single thematic unit. 27 

Transition Lacking a 
Concluding Function 

The location of the boundary between the transition and 
the subordinate theme can be confusing if the former is not 
closed by means of a half cadence or a dominant arrival. 
Readily identifying the beginning of the subordinate theme 
therefore depends on a decisive melodic change in die con¬ 
text of a strong initiation (such as occurs in ex. 9.13, m. 30, 
and ex. 9.14, m. 23). If these conditions are not met, then 
perceiving a clear boundary between the two functions is 
considerably more difficult. 

example 13.7: The transition begins in measure 64 with a four- 
measure presentation, whose constituent basic idea is taken di¬ 
rectly from that of the main theme. The phrase is then repeated, 
but in the context of dominant harmony of the subordinate key, C 
minor. The phrase is repeated again (mm. 72-75), now supported 
by root-position tonic of the new key. The melodic material finally 
changes at measure 76, where a new two-measure idea embellishes 
tonic in first inversion (by means of neighboring til 6 and VII 6 
chords, which suggest a potential descending stepwise sequence). 
After a repetition of this new idea, the implied sequence is fully re¬ 
alized in measures 80-83. The sequence gives way to a cadential 
idea that is evaded at measure 86, at which a repetition of the se¬ 
quence finally leads to the perfect audientic cadence at measure 96, 
marking the end of a subordinate theme. 

But where exactly did this theme begin? From a harmonic 
point of view, the root-position tonic at measure 72 is the only 
likely possibility, and indeed, a four-measure presentation could be 
said to begin at that moment. From a melodic, rhythmic, and tex¬ 
tural point of view, however, measure 72 stands right in the middle 
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of various processes begun at measure 64, and the first real change 
to something new does not occur until measure 76. Indeed, the 
phrase beginning at that point can also be regarded as a presenta¬ 
tion. In a conflict between harmonic considerations on the one 
hand and melodic, textural, and rhythmic ones on the other, pref¬ 
erence should normally be given to the powerful, form-defining 
role of harmony. 28 Thus the root-position tonic prolongation of 
measures 72-75 projects a greater sense of formal initiation than 
does the first-inversion prolongation of measures 76-79. More¬ 
over, since no point in this passage can be seen to articulate a gen¬ 
uine sense of ending for the transition, it is more logical and con¬ 
sistent to consider the transition to conclude in the subordinate 
key with dominant harmony (mm. 68-71) rather than with tonic 
(mm. 72-75). To be sure, an interpretation of measure 72 as the 
beginning of the subordinate theme (with m. 76 marking the con¬ 
tinuation function) emerges only in retrospect, for in the “real 
time” experience of this passage, little besides the harmony sug¬ 
gests that this moment represents a structural beginning. 29 

Transition/Subordinate-Theme Fusion 

Some expositions witness the fusion of transition and sub¬ 
ordinate theme functions into a single thematic unit. This 
unit not only modulates to the subordinate key—a prime 
constituent of transition function—but also closes with a 
perfect authentic cadence to confirm that key—a funda¬ 
mental requirement of the subordinate theme’s function. In 
such cases, it is not possible to find an appropriate initiating 
function for the subordinate theme, even in retrospect 
(such as in the previous example). 

example 13.8: The home-key dominant of measures 47-52 marks 
the end of what we might first hear as a simple nonmodulating 
transition. But when the next passage, beginning at measure 53, 
continues on in the home key, we reinterpret the previous unit as 
the first part of a two-part transition. The second part modulates 
quickly to the subordinate key and would seem to end with the half 
cadence at measure 61 and the subsequent standing on the domi¬ 
nant. When that harmony resolves to tonic at measure 66, the new 
music is supported quite clearly by cadential progressions all the 
way to the perfect authentic cadence at measure 74. Such ex¬ 
panded cadential activity is typical of subordinate-theme function. 
The question of where that function begins, however, is difficult to 
answer. 

Unlike some subordinate themes that truly begin with a caden¬ 
tial function (see ex. 8.13a, less obviously ex. 8.7), the music from 
measure 66 onward expresses little, if any, sense of initiation, and 
thus it is difficult to hear this point as the beginning of a discrete 
subordinate theme. Rather, this cadential unit seems to arise in a 
way that strongly resembles an internal half cadence and standing 
on the dominant, which is then followed by the resumption of a 
cadential phrase (see chap. 8, p. 117, and ex. 10.7b, m. 68, p. 148). 
The passage from measure 53 to 74 appears, therefore, as a single 
thematic unit, one that fuses transition and subordinate-theme 
functions. 30 

example 13.9: The exposition opens at measure 14 with an eight- 
measure hybrid (c.b.i. + cont.=>cad.) that ends with a half cadence 


in the home key. Measure 22 sees a return to the opening com¬ 
pound basic idea, but at the upbeat to measure 26, a new continua¬ 
tion modulates to the subordinate key of F major, confirmed by 
the perfect authentic cadence at measure 29. Although this sixteen- 
measure unit can be considered a regular modulating period, such 
a description says nothing about the interthematic functions of the 
exposition. Therefore, a more complete analysis recognizes that 
the antecedent (mm. 14-21) serves as the main theme and that the 
consequent (mm. 22-29) fuses transition and subordinate-theme 
functions. 31 

Many cases of transition/subordinate-theme fusion, though 
by no means all, seem on the surface to be transitions that 
close with a perfect authentic cadence in the subordinate 
key, instead of the more normal half cadence. Thus in the 
previous example, it would be simple to claim that the con¬ 
sequent phrase of the period is exclusively transitional, es¬ 
pecially since a new and discrete subordinate theme begins 
at measure 29. To speak in this manner, however, is to rec¬ 
ognize authentic cadential closure as a legitimate deviation 
from the normal ending of a transition. But sanctioning this 
cadential possibility blurs a theoretical distinction funda¬ 
mental to this study, namely, that the authentic cadential 
confirmation of a subordinate key is an essential criterion of 
the subordinate theme’s function. It is thus theoretically 
more consistent to interpret such passages as cases of fusion 
than to risk confusing the fundamental characteristics of the 
interthematic formal functions. 

SLOW INTRODUCTION 

The exposition of a fast sonata movement is sometimes pre¬ 
ceded by a slow introduction. This section, which functions as 
a “before-the-beginning,” is optional to the form. A slow in¬ 
troduction typically invokes a solemn, serious tone, and yet 
it also arouses a strong sense of anticipation of the livelier 
character expressed by the rest of the movement. Of all the 
large-scale units of classical form, slow introductions are 
the least predictable in their organization, and so it is diffi¬ 
cult to generalize about their internal phrase structure and 
formal functionality. 

Just as a coda must be distinguished from a codetta, so 
too must a slow introduction be differentiated from an in¬ 
troduction that precedes a theme, even though both express 
the formal function of before-the-beginning. And like the 
difference between coda and codetta, a slow introduction 
differs from a thematic introduction with respect to both its 
location in the structural hierarchy and the complexity of its 
formal organization. A thematic introduction resides on a 
hierarchical level comparable to that of a basic idea, con¬ 
trasting idea, cadential idea, and codetta. This short unit is 
normally supported by a tonic prolongation and generally 
has no melodic profile (see chap. 1). 

Conversely, a slow introduction resides on a level com- 
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example 13.9 Mozart, Violin Sonata in B-flat, K. 454, i, 14-31 
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parable to that of an exposition, development, recapitula¬ 
tion, and coda. Whereas some slow introductions are rela¬ 
tively short, others, such as those opening Beethoven’s Sec¬ 
ond and Seventh Symphonies, are so extensive as to occupy 
a significant proportion of the movement as a whole. Slow 
introductions usually contain their own prominent melodic - 
motivic material, supported by a wide variety of harmonic 
progressions. Finally, a slow introduction itself can even 
open with a thematic introduction. 32 

A notable characteristic of slow introductions in the clas¬ 
sical style is the special way in which they unite the expres¬ 
sion of two seemingly incompatible affective worlds: the 
realm of the stately, heraldic, and solemn is combined with 
the realm of the anticipatory, uncertain, and unstable. The 
sense of solemnity is expressed by the slow tempo, fanfare 
gestures, tutti textures, dotted rhythms, and an initial forte 
dynamic. The sense of anticipation is created by marked 
discontinuities in such dimensions as melody, rhythm, tex¬ 
ture, and dynamics, instabilities of harmonic progression, 
minor modality, and chromaticism (at times extreme). To 


be sure, some slow introductions play down, or even lack, a 
stately character, but they almost always contain something 
of the uncertain and hesitant. 33 

Slow introductions typically begin with tonic harmony 
of the home key and generally remain in that key through¬ 
out. Prominent tonicizations and an emphasis on minor 
modality (in movements that are otherwise in a major key) 
are common. In the majority of cases, the harmonic goal is 
the dominant of the home key, articulated by a half cadence 
(or dominant arrival) and followed by a standing on the 
dominant. This harmonic emphasis is most appropriate, of 
course, for building up a powerful expectation for a home- 
key tonic at the start of the exposition. Frequently, however, 
introductions close with an authentic cadence that elides 
with the beginning of the exposition. 34 As befits their ex¬ 
pression of uncertainty and instability, slow introductions 
are usually loose in formal organization, although tight-knit 
theme-types do appear now and then. Many introductions 
are bipartite or tripartite in form (as articulated by cadences), 
and some larger ones contain four or more distinct parts. 35 
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example 13.10 Mozart, Violin Sonata in B-flat, K. 454, i, 1-15 

0 

presentation 



Many slow introductions by Haydn and Mozart present 
melodic-motivic material having no immediately obvious 
relation to the rest of the movement. But in some of their 
late works, and in many by Beethoven, the slow introduc ¬ 
tion hints at ideas that are more fully realized later on. Such 
motivic anticipations have been the primary topic of some 
full-length studies of slow introductions, and thus the issue 
need not be pursued further here. 36 

example 13.10: The introduction opens with a majestic fanfare¬ 
like basic idea. (Each real measure would seem t:o last one-half a 
notated measure [R = V2N], although this interpretation is some¬ 
what uncertain, since the introduction does not contain sufficient 
material for verifying the status of the notation.) A contrasting idea 
in measure 2, lyrical yet somewhat limping and hesitant, ends on a 
dominant seventh, thus ruling out a potential half cadence at that 
point. The resulting compound basic idea is repeated (mm. 3-4) 
to create a large presentation. The following continuations 
cadential phrase (itself preceded unusually by an introduction) 


brings greater rhythmic continuity than does the presentation, in 
which each of the constituent ideas is followed by a rest. The im¬ 
perfect authentic cadence at measure 7 motivates a repetition of 
the phrase, which eventually closes with a perfect authentic ca¬ 
dence at measure 9. 

The remaining music of the introduction brings a standing on 
the dominant. Since this passage directly follows full cadential clo¬ 
sure, it resembles a typical contrasting middle. But the implied 
small ternary becomes truncated when the resolution to tonic at 
measure 14 initiates the exposition of the movement, rather than 
bringing a recapitulation of the opening fanfares. 37 

example 13.11: The opening basic idea (R = V 5 N), a fortissimo 
fanfare motive sounded by the full orchestra, immediately creates 
an air of dignified solemnity. Note, however, that a degree of uncer¬ 
tainty is already projected by this idea and its immediate repetition 
in measure 2: the fermatas prohibit the establishment of rhythmic 
continuity and metrical definition, and the lack of a harmonic third 
raises doubt about the mode. The following continuation clarifies 
the modality and establishes a regular pulse, yet the character of the 
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example 13.ii Haydn, Symphony No. 104 in D (“London”), i, 1-20 



elided 


continuation 




ideas is hesitant and unsure (especially with the leading tone dan¬ 
gling at the end of mm. 3-4). At the same time, the continued use 
of the fanfare rhythms maintains an impression of the heraldic. 

The continuation modulates to the relative major and closes 
there with a perfect authentic cadence on the downbeat of measure 
7. Because of the marked discontinuity of dynamics, texture, and 
melodic line from the end of measure 6 to the downbeat of mea¬ 
sure 7, it is possible to consider the perfect authentic cadence to be 
evaded. Although such an interpretation is feasible, it is probably 
not preferred, since a cadential evasion usually motivates a repeti¬ 
tion (in the sense of “one more time”) and subsequent true authen¬ 
tic cadential closure, neither of which occurs here. (Similar poten¬ 
tial evasions arise at mm. 14 and 17.) 

The cadence at measure 7 elides with a new thematic unit, one 
that brings back the opening fanfare motive. This passage clearly 
parallels the first one but acquires a looser expression because of 
the model-sequence technique at the beginning of the continua¬ 
tion (mm. 9-10). A modulation back to tire home key is confirmed 
by the perfect authentic cadence at measure 14. A second return of 
the fanfare idea brings several surprises: measure 15 appears unex¬ 
pectedly pianissimo, and the descending leap is enlarged by a step, 
thus reaching down to the subdominant, which initiates a final ca¬ 
dential progression. Note that despite the fermata, the dominant 
seventh harmony of measure 16 is penultimate and that the resolu¬ 
tion to tonic at the beginning of the exposition creates an elided 
cadence to mark the end of the introduction. (This final cadence 
could also be heard as evaded.) 


The overall form emerges as a highly deviated small binary 
(part 1 = mm. 1-7, part 2 = mm. 7-14), followed by a closing- 
section (mm. 14-17). Several unusual features of this interpreta¬ 
tion, however, must be mentioned. First, the two parts of a real 
small binary are never elided, as is the case here. Second, the “clos¬ 
ing section” brings a stronger sense of closure (due to a more ex¬ 
panded cadential progression) than does the second part. Such 
irregularities, of course, are not surprising in light of the noncon- 
ventional form normally taken by a slow introduction. 

example 13.12: The introduction begins with a compound basic 
idea sounded by the violin alone. The lack of piano accompani¬ 
ment immediately creates a textural gap, which adds a degree of 
uncertainty to what is otherwise a stately sarabande-like gesture. 
The next phrase brings back the basic idea, now played exclusively 
by the piano, and the immediate shift to minor, typical of an in¬ 
troduction, permits a smooth modulation to the mediant (C 
major). Subsequent fragmentation, beginning with the upbeat to 
measure 9, leads to a half cadence in that key (m. 13), followed by 
a brief standing on the dominant (lasting to the middle of m. 14), 
The formal situation thus far resembles a sixteen-measure sen¬ 
tence in which the opening compound basic idea and its modified 
repetition creates a presentation, followed by a continuation lead¬ 
ing to the cadence at measure 13. Problematic in this interpreta¬ 
tion, of course, is the lack of tonic prolongation at the end of the 
presentation. 

At the downbeat of measure 15, the expected dominant of C 
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example 13.12 Beethoven, Violin Sonata in A Minor (“Rreutzer”), Op. 47, i, 1-27 
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[EXPOSITION] 



major is modally inflected to become a G-minor triad. This har¬ 
mony provides a means of allowing the music to tonicize D minor, 
and the introduction literally ends on this sonority, which is then 
understood to be IV in A minor, the home key of the movement as 
a whole. Ending an introduction on a minor triad is unusual, 
since that chord cannot be construed as a dominant, the more 
conventional ending harmony. But the logic of Beethoven’s strat¬ 
egy immediately becomes clear when we hear the exposition’s 
basic idea (mm. 19-20), supported at first by the pre-dominant 


IV (the D-minor harmony) and then leading to the dominant. 
Rather than choosing a harmony whose resolution would bring 
the pre-dominant at the start of the exposition, Beethoven intro¬ 
duces this harmony in advance, toward the end of the introduc¬ 
tion, and simply sustains it for the new beginning. In addition to 
anticipating the opening harmony of the main theme, the end of 
the introduction also anticipates the main theme’s melody, since 
the violin part repeatedly sounds the opening motive E-F from 
the beginning of measure 16 onward. 
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Siow-Movement Forms 


Most instrumental cycles in the classical period contain at 
least one movement to be performed in a slow tempo (Ada¬ 
gio, Largo, Andante). 1 This movement normally occupies 
an interior position in the cycle and contrasts in tonality (or 
at least in modality) with its surrounding movements. 2 Slow 
movements commonly employ one of the following formal 
types: sonata, sonata without development, large ternary, 
theme and variations, or five-part rondo. 3 The first four of 
these forms are treated in this chapter; the five-part rondo 
will be discussed together with the other rondo forms in 
chapter 16. 

If all the movements of an instrumental cycle were con¬ 
structed with the same degree of formal complexity, the 
slow movement would last considerably longer than the 
other movements, because of the slower pacing of its 
events. Thus to maintain a relatively consistent length among 
movements, composers often select a formal type for the 
slow movement that is inherently simpler than those used 
for fast movements. Compared with the highly elaborate 
schemes of the sonata, sonata-rondo, and concerto (the 
most common fast-movement forms), the large ternary, 
sonata without development, and theme and variations are 
considerably less complex. The five-part rondo is somewhat 
more complicated, but less so than other rondo forms. If 
composers choose to write a slow movement in sonata 
form, they normally do not exploit all its resources, so as to 
prevent the movement from becoming excessively long. 

In addition to adopting a simpler formal type, a slow 
movement typically employs phrase-structural procedures 
that either produce compressions or inhibit expansions. 
For example, an exposition of a slow movement usually 
contains a single subordinate theme, often one that is rela¬ 
tively tight knit (though still looser than the main theme). 
Standings on the dominant are generally held in check, and 
form-functional fusion (especially of a transition and sub¬ 
ordinate theme) is regularly employed. 

As a remnant of standard high-baroque practice, a num¬ 
ber of slow movements, particularly by Haydn, end with 
dominant harmony. The resolution to tonic occurs only at 
the beginning of the following movement. Such weaker 
closure forges a stronger bond between the movements yet 


may undermine the slow movement’s independence. 4 A va¬ 
riety of formal contexts and procedures can produce an 
ending on the dominant. Sometimes the movement closes 
regularly with a perfect authentic cadence, but then an ap¬ 
pended passage leads to a final dominant. 5 At other times, 
the music finds itself “stuck” rather unexpectedly on the 
dominant, which becomes de facto the ending harmony. 6 
More frequently, an expected closing authentic cadence 
fails to materialize, and a half cadence or dominant arrival 
appears instead (usually after a deceptive cadence). 7 


SONATA FORM IN 
SLOW MOVEMENTS 

Many slow movements are constructed in conventional 
sonata form. A number of modifications are frequently em¬ 
ployed, however, to effect the kinds of formal compressions 
typically found in slow movements of any form. Most no¬ 
tably, a slow-movement sonata often fuses the transition 
and subordinate-theme functions, eliminates the entire 
transition (a technique favored by Mozart), or reduces the 
size of the development section (favored by Haydn). 8 

Transition/subordinate-theme fusion. The idea of fusing 
the transition and subordinate theme into a single grouping 
unit was explained in the previous chapter with respect to 
fast-movement sonatas (see exs. 13.8 and 13.9). In fact, the 
technique occurs with greater frequency in slow move¬ 
ments. 9 Such fusion permits these interthematic functions 
to be traversed more rapidly than when they occupy their 
own distinct groups. The process of fusion compresses the 
form by eliminating a number of phrase-functional ele¬ 
ments—the half cadence (and the subsequent standing on 
the dominant) for the transition and an initiating unit for 
the subordinate theme. 

example 14.1: The transition begins after the close of the main 
theme in measure 9. Model-sequence technique starting in the 
second half of measure 11 brings a modulation to C major, the first 
of two subordinate keys. 10 The new key is partially confirmed by 
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example 14.1 Beethoven, Piano Sonata in 

Transition/Subordinate Theme 1 

b.i. 

D, Op. 10/3, ii, 9-17 

continuation 

model 


sequence 



— 



iaflHiHbani 





example 14.2 Haydn, Piano Sonata in E, Hob. XVI:31, ii, 1-8, 33-49 


EXPOSITION 
Main Thome 

antecedent 


Subordinate Theme 


c.i. (ext.) 

n n-dm n 1 


RECAPITULATION 
Main Theme/Transition (?) 


standing on the dominant 
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the imperfect authentic cadence at measure 15 and then is fully 
confirmed by the perfect authentic cadence two measures later. (A 
second subordinate theme in the dominant minor follows immedi¬ 
ately thereafter.) 

In this single thematic unit, it is feasible to identify the opening 
basic idea as well as the model-sequence activity with transition 
function and the cadential units with subordinate-theme function. 
The middle of measure 13 thus stands as a formal boundary. Yet 
this moment is recognizable as such only after the fact, for it 
clearly lies very much “in the middle” and fails to be associated 
with a sense of either “ending” (of the transition) or “beginning” 
(of the subordinate theme). 11 

Elimination of the transition. In some sonata exposi¬ 
tions, the form becomes compressed when the final cadence 
of the main theme is immediately followed by the subordi¬ 
nate theme. The lack of transition often results in the em¬ 
phasis on dominant of the new key becoming shifted into 
the subordinate theme proper (usually through an internal 
half cadence and standing on the dominant). Although the 
transition is eliminated from the exposition most often in 
slow movements, it may also be omitted in fast-movement 
rondo forms. 12 

example 14.2: The main theme closes with a half cadence in mea¬ 
sure 6. 13 The next unit begins directly in the subordinate key of G 
major with main-theme material, thus bypassing any semblance of 
transition function. Because Haydn’s “monothematicism” brings 
the subordinate theme so close to the main theme, we can already 
predict that the recapitulation will be significantly rewritten in 
order to avoid a redundant, twofold succession of main-theme 
ideas in the home key. 

The recapitulation begins at measure 33 with a recomposed 
version of the main theme, which, like the exposition, closes with a 
half cadence (m. 39). There follows, however, a long standing on 
the dominant, suggestive of the main-theme/transition fusion often 
found in recapitulations. Our expectation for a recapitulation of 
the subordinate theme is then thwarted when the standing on the 
dominant emerges as the actual end of the movement. In light 
of the close proximity of the main and subordinate themes in the 
exposition, it would not be surprising if the first part of the sub¬ 
ordinate theme were eliminated (or at least modified), but that 
the entire subordinate theme is discarded is astonishing, indeed. 
(And perhaps somewhat disappointing as well, for the subordinate 
theme in the exposition contains a glorious passage featuring a 
long stepwise descent in the bass, above which a series of motives 
reach over one another to create a striking climax [mm. 15 -18, not 
shown].) 14 

Reduction of the development. One way of limiting the 
length of a slow-movement sonata is to reduce the scope of 
the development. In such cases, the composer forgoes a 
full-fledged core (although there may be some brief 
model-sequence activity) and normally does not allow a 
development key to be cadentially confirmed. At times, the 


development may be so simple as to resemble a contrasting 
middle of the small ternary form. 15 

example 14.3: Whereas the development section in a fast-move¬ 
ment sonata form by Haydn tends to be roughly the same length 
as the surrounding exposition and recapitulation, the development 
from this slow-movement sonata form is less than one-third as 
long as the exposition. In these eight measures, Haydn briefly 
touches on three tonal regions (VI, IV, and II) by means of a de¬ 
scending third sequential pattern. The final dominant in measure 
34 is so weakly articulated that it is unlikely to be perceived as an 
“ending” harmony. 16 

LARGE TERNARY 

The full-movement large ternary form is used almost exclu¬ 
sively in slow movements. 17 This form is employed most 
often by Haydn, but a number of large ternaries are found 
in the works of Mozart and Beethoven as well. The name of 
the form makes explicit its tripartite structure and suggests 
that it is formally analogous to the small ternary. 18 As I shall 
show, however, small and large ternaries are fundamentally 
different forms, whose corresponding parts are comparable 
to one another in only the most superficial ways. 

Like the small ternary, the first part of the large ternary is 
a relatively stable unit that achieves closure by means of a 
perfect authentic cadence; the second part is contrasting in 
nature; and the third part essentially restates the first. In 
light of these similarities, we might be tempted to apply the 
functional labels of the small ternary and recognize the pres¬ 
ence in a large ternary of an exposition, contrasting middle, 
and recapitulation. But further investigation into the har¬ 
monic, tonal, and phrase-structural organization of its three 
parts dissuades us from extending this set of functional labels 
to the larger form. Whereas the A section of a small ternary 
may modulate and close in a subordinate key, the first part of 
a large ternary always begins and ends in the home key, even 
if there has been an internal modulation. Consequently, the 
third part has no need to make any tonal adjustments. In¬ 
stead, it usually follows the basic tonal and formal plan of 
the first part (with the likelihood of ornamental changes, of 
course). Unlike the B section of a small ternary, which, with 
few exceptions, ends with dominant of the home key, the 
second part of a large ternary frequently closes with tonic 
harmony (though not usually of the home key). Moreover, a 
B section often highlights dominant harmony throughout, 
whereas the middle part of a large ternary may bring no 
such dominant emphasis, except at its very end. 

An alternative view of formal functionality in the large 
ternary is suggested by Ratz, who identifies the first and 
third parts as a main theme and considers the second part to 
be a subordinate theme. 19 This view has considerable merit, 
for the outer parts of the large ternary are indeed normally 
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example 14.3 Haydn, Piano Trio in A, Hob. XV9, i, 26-36 


[Sub. Th „3 


DEVELOPMENT 



VI IV II 


[RECAPITULATION] 



example 14.4 Haydn, Piano Trio in A-flat, Hob. XV: 14, ii, 31-35 


Interior Theme (mm. 17-34) [Main Theme] 



structured as one of the standard main theme forms (usually 
a small ternary or small binary). But Ratz’s notion that the 
middle part is a subordinate theme is not convincing, since 
in the majority of cases, this part is not organized in that 
manner (i.e., as described in chap. 8). 

Ratz’s position can be somewhat modified by recogniz¬ 
ing that the second part of the large ternary is constructed 
as a different kind of theme, which I term an interior theme. 
As its name suggests, an interior theme occupies a central 
position in the overall form, always standing between state¬ 
ments of a main theme. (An interior theme appears in a 
similar location in a number of rondo forms, to be discussed 
in chap. 16.) The harmonic, tonal, and formal plans of an 
interior theme can vary considerably, but a number of stan¬ 
dard procedures are frequently found. As a general rule, an 
interior theme resides in the home key, but in its opposite 
modality. That it does not reside in the conventional subor¬ 
dinate key of the movement distinguishes an interior theme 
from a subordinate theme. The form of an interior theme is 
usually related in some way to the small ternary (or small 
binary), one that is often altered, truncated, or left incom¬ 
plete in some way. 


First Part, Main Theme 

As mentioned, the main theme of a large ternary begins in 
the home key and always ends there with a perfect authen¬ 
tic cadence. Most often the theme is constructed as a small 
ternary, occasionally as a small binary. The exposition of 
this small ternary (or the first part of the binary) usually 
modulates to a subordinate key and closes there with a per¬ 
fect authentic cadence. But sometimes the A section does 
not modulate, and a subordinate key is confirmed in the 
subsequent contrasting middle. 20 In a few cases, the small 
ternary (or binary) remains exclusively in the home key. 21 A 
minority of main themes have other conventional, or even 
ttonconventional, designs. 22 There is no need to illustrate 
main themes of a large ternary, since their formal organiza¬ 
tion so rarely deviates from the norms established in part II 
of this book. 23 

Second Part, Interior Theme 

The interior theme contrasts with the preceding main theme 
in a variety of ways. Most obviously, it usually changes the 
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melodic-motivic material, texture, and accompanimental 
figurations, although the opening basic idea is sometimes 
derived from that of the main theme. A striking source of 
contrast comes from an immediate change in modality, for 
in the great majority of cases, an interior theme is initially 
set in the minor mode (often labeled minore in the score). 24 
In the relatively few movements whose main theme is 
minor, the interior theme shifts to major ( maggiore ). 25 

Although an interior theme usually shifts mode, its 
tonality generally remains the same as that of the main 
theme. On occasion, however, the theme resides in a related 
tonal region, such as the submediant, 26 the lowered sub¬ 
mediant, 27 and the subdominant. 28 The use of 1>VI or IV re¬ 
sults in those few instances when the mode does not change 
to minor. 29 It is especially worth emphasizing that an inte¬ 
rior theme is never set primarily in the standard subordi¬ 
nate key of the movement, and in this respect, an interior 
theme is fundamentally different from a subordinate theme. 

The formal organization of an interior theme can usu¬ 
ally be related more or less to the basic plan of the small 
ternary (or occasionally the small binary), more specifically, 
one whose A section modulates to a subordinate key of the 
minore (usually the relative major but sometimes the [minor] 
dominant or the submediant). 30 In some cases, the small 
ternary (or binary) follows the norm and ends with a perfect 
authentic cadence in the home key. This procedure is likely 
to occur when the theme is set in a nontonic region (VI, 
l>VI, IV). The closing authentic cadence is then followed by 
a brief retransition leading to the home-key dominant in 
preparation for the return of the main theme. 

More frequently, however, the small ternary at the basis 
of the interior theme is left structurally incomplete, often in 
ways that significantly distort the form. Sometimes the lack 
of authentic cadence leaves the theme open-ended. At other 
times, the entire A' section is deleted, and the form be¬ 
comes truncated by ending with dominant harmony of the 
contrasting middle. And even more extreme, though by no 
means rare, the contrasting middle of the small ternary may 
be eliminated, and the modulating A section is followed di¬ 
rectly by a retransition, often substantial in scope. As a re¬ 
sult of these distortions, the final harmony of the interior 
theme is usually the dominant of the home key, to motivate 
the main theme’s return. 

The prominence of minor modality in an interior theme 
can be likened to the same modal emphasis in the develop¬ 
ment section of sonata form. Indeed, an interior theme 
often brings a Sturm und Drang affect within highly active 
and rhythmically continuous accompanimental patterns. 
Although these secondary characteristics recall a develop¬ 
mental core, the primary characteristics of harmony, tonal¬ 
ity, and phrase structure make the interior theme an en¬ 
tirely different formal entity. 

It is not necessary here to illustrate interior themes that 
end with authentic cadences, since the resulting structures 


simply follow the norms for the small ternary or small bi¬ 
nary. 31 Instead, the following examples illustrate progres¬ 
sively distorted versions organized according to a number 
of regularly recurring techniques. 

A ' section (second part of small binary) initially closed, 
then reopened. 

example 14.4: The interior theme (mm. 17-34) ls built as a small 
binary, whose first part modulates to III. (The main theme of this 
large ternary is also a small binary, shown in ex. 7.3.) The second 
part returns to the home key and achieves structural completion 
with a perfect authentic cadence in the first ending of measure 32. 
After repeating the second part, however, Haydn reopens the form 
by bringing a deceptive cadence in the second ending for measure 
32. Additional music leads to a return of the main theme at mea¬ 
sure 35 without any furdier cadential activity. 32 

A' section (second part) lacks cadential closure. 

example 14.5: The A' section of this interior theme begins at 
measure 29 and leads through a chromatic descent to the domi¬ 
nant on the third beat of measure 31. The music then seems to get 
“stuck” on this harmony. When the main theme returns at mea¬ 
sure 33, we understand that the interior theme “ended” with a pre¬ 
mature dominant arrival. 33 

A ' section eliminated, truncated small ternary. 

example 14.6: The interior theme begins with the usual shift to 
the minor mode of the home key and modulates to the relative 
major, closing there with a perfect authentic cadence in measure 
40 (not shown). The resulting structure thus forms a unit that 
could easily function as the exposition of a small ternary (or the 
first part of a small binary), especially when the entire passage is 
then repeated (in the sense of a rounded binary) to close again with 
a perfect authentic cadence in measure 48 (shown at the beginning 
of the example). The subsequent section (mm. 49-56) has the typ¬ 
ical characteristics of a contrasting middle, namely, a modulation 
back to the home dominant and a standing on that dominant. But 
instead of leading to a recapitulation, the B section is followed by 
the main theme of the large ternary. The interior theme thus takes 
the form of a truncated small ternary, consisting of an exposition 
and a contrasting middle only. 34 

B and A ' sections eliminated. 

example 14.7: The interior theme begins at measure 25 in the 
minor mode of the home key and modulates to the relative major, 
where it closes with a perfect authentic cadence at measure 32. 
The repetition of this unit reinforces the impression of its being 
the A section of a small ternary (rounded binary version). The ex¬ 
position is not followed by a contrasting middle, however: the ca¬ 
dence in the second ending of measure 32 elides with the begin¬ 
ning of a retransition, which leads to a home-key half cadence in 
measure 38 to end the interior theme. The main theme returns in 
the following measure. 
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example 14.5 Haydn, Piano Sonata in E-flat, Hob. XVL52, ii, 28-33 


Interior Theme (mm. 19-32) 


[Main Theme] 



example 14.6 Haydn, String Quartet in B-flat, Op. 64/3, ii, 47-58 


Interior Theme (mm. 33-56) 

E . E 

cad. 




It might be asked why the music in measures 32 (second end¬ 
ing) through 38 could not be considered a contrasting middle 
rather than a retransition. To be sure, the distinction between 
these functions can at times be subtle, but it is nonetheless experi- 
entially significant. Much of the difference rests on the fact that a 
contrasting middle does not, in principle, elide with the end of an 
exposition. A retransition, however, often begins with such an eli¬ 
sion and thus seems more directly attached to the exposition, 
rather than forming an independent section (as would a contrast¬ 
ing middle). 35 

In the two previous examples (as well as the additional 
works cited in nn. 34 and 35), the structure of the interior 
theme is by no means as obviously related to the small 
ternary model as are the earlier examples (exs. 14.4 and 
14.5, and those cited in nn. 31, 32, and 33). In fact, an inte¬ 
rior theme can sometimes give the impression of being a 
subordinate-theme complex (consisting of a transition, subor¬ 
dinate theme, and retransition) within the tonal framework 
of the minored 6 In other words, the theme opens in the 
minor mode of the home key but then quickly modulates to 
the relative major or minor dominant, as confirmed by a 
perfect authentic cadence. A later passage (which may or 


may not elide with the cadence) leads back to the dominant 
of the home key. It is indeed occasionally possible to iden¬ 
tify distinct units that fulfill the functions of transition, sub¬ 
ordinate theme, and retransition. 37 Although such instances 
might seem to legitimize Ratz’s notion that the second part 
of a large ternary is a “subordinate theme,” his view can still 
be challenged because the new key confirmed by this theme 
is not the standard subordinate key of the movement as a 
whole (which would be the regular dominant) but, rather, 
that of the minore. Moreover, such an interior theme in¬ 
cludes transition and retransition functions as well as sem¬ 
blance of subordinate-theme function. 

Third Part, Return 
of Main Theme; Coda 

Because the main theme of a large ternary essentially re¬ 
sides in the home key, the return of that theme does not re¬ 
quire any tonal adjustment. Indeed, the third part of the 
form is, in the majority of cases, structured the same as the 
first part, though often with considerable ornamental changes 
(especially melodic embellishments of the kind found in a 
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theme-and-variations movement). For these reasons, it is 
perhaps more appropriate to speak merely of a “return” of 
the main theme rather than a genuine “recapitulation.” 

Sometimes when the main theme returns, its structure is 
changed, and in some cases, a portion of the theme is elimi¬ 
nated. 38 But more commonly, material is added, function¬ 
ing as an interpolation, extension, or expansion, especially 
in an A' section. 39 

Some movements in large ternary form conclude with a 
coda, often of great scope (especially in Beethoven). 40 The 
coda of a large ternary frequently refers to material from 
the interior theme, just as the coda of a sonata often “reca¬ 
pitulates” ideas from the development. 41 

SONATA WITHOUT 
DEVELOPMENT 

As its name so baldly indicates, sonata without development is 
a two-part form consisting of a sonata exposition followed 
immediately by a recapitulation, to which a coda may (op¬ 
tionally) be appended. 42 Although the sonata-without- 
development form is used most often in slow movements, it 
is occasionally found in fast movements of an instrumental 
cycle, 43 and it sometimes serves as the basis of a single¬ 
movement overture. 44 The form is employed most often by 
Mozart, but significant examples appear in the works of 
Haydn and Beethoven as well. 

In its general layout, the exposition of a sonata without 
development is the same as that of the regular sonata form. 
Unlike the latter, however, the exposition is never repeated, 
for at least two reasons. First, such a repetition would likely 
arouse expectations for a contrasting development section 
(which is one reason that in a regular sonata, the exposition 
is usually repeated). Second, the immediate appearance of 
the recapitulation following a repeated exposition would 
bring a redundant third run-through of the same basic mu¬ 
sical content. 

In the regular sonata form, the closing section of the ex¬ 
position is occasionally followed by a retransition, which 
helps smooth the connection to the repeated exposition 
(and thereafter to the development). In a sonata without de¬ 
velopment, a retransition regularly appears in order to lead 
the music, without a break, into the recapitulation (see ex. 
8.19, mm. 65-67). 

The recapitulation of a sonata without development is 
constructed in essentially the same manner as that of a reg¬ 
ular sonata. The main theme and transition are often al¬ 
tered to prepare for the transposition of the entire subordi¬ 
nate-theme area into the home key. And a secondary 
development frequently appears, in this case to provide har¬ 
monic-tonal contrast and motivic manipulation in the ab¬ 
sence of a genuine development section. 45 Inasmuch as a 
fundamental characteristic of any recapitulation is to bring 


a return following some intervening, contrasting unit, the 
use of this label in connection with a sonata without devel¬ 
opment is problematic. If a development is eliminated, then 
the section following the exposition will seem to function 
more as a repetition than a return. 46 Indeed, the listener 
hearing the movement for the “first time” would not neces¬ 
sarily know that the appearance of the main theme follow¬ 
ing the exposition marks the beginning of a recapitulation 
(of a sonata without development) and could just as likely 
believe that the exposition is simply being repeated accord¬ 
ing to the norms of sonata form. 47 Despite this theoretical 
difficulty, it seems pragmatic to continue using the term re¬ 
capitulation in connection with the sonata without devel¬ 
opment. In virtually all respects, the construction of this 
section is identical to that of a regular sonata. Moreover, 
since the concept of recapitulation also includes the notion 
of “resolution of tonal conflict,” its use here is additionally 
justified. 

Truncated recapitulation. The principal deviation in 
sonata-without-development form involves a truncated reca¬ 
pitulation. In a number of works by Mozart and Haydn, the 
exposition is followed only by the main theme, whose struc¬ 
ture is the same as that in the exposition. 48 The rest of the 
recapitulation (transition, subordinate theme, closing sec¬ 
tion) is eliminated, but a coda may very well be added. 

It is interesting to note that with such a truncated reca¬ 
pitulation, the composer creates a form that resembles a 
large ternary, one whose interior theme has been replaced 
by a transition and subordinate theme. When the main 
theme of the sonata without development is built as a small 
ternary (or small binary), the resemblance to a large ternary 
is even greater. 49 Despite their similarities, it seems prefer¬ 
able to regard these forms as distinct, especially in light of 
how we would experience the form. Until the transition and 
subordinate theme are perceived to be eliminated from the 
recapitulation, the listener has every reason to believe that 
the movement is a regular sonata (without development). 
The possibility of reinterpreting the movement as a devia- 
tional large ternary can emerge only after the fact. 

List of works. It has not been necessary to illustrate move¬ 
ments in sonata-without-development form, since the ways 
of organizing the component exposition and recapitulation 
are essentially the same as in the regular sonata. But for ref¬ 
erence, table 14.1 lists selected slow movements written in 
that form. 


THEME AND VARIATIONS 

Like so many terms associated with musical form, theme and 
variations can refer to an instrumental genre, a composi¬ 
tional procedure, or a formal category. Theme and varia- 



SLOW-MOVEMENT FORMS 217 


tabi.e 14.1 Selected list of movements in sonata-without-development form 


Composer 

Movement 


Standard, Form 

Haydn 

String Quartet in B-flat, Op. 33/4, in 

String Quartet in C, Op. 50/2, ii 

String Quartet in B-flat (“Sunrise”), Op. 76/4, ii 

Mozart 

Symphony No. 39 in E-flat, K. 543, ii 

String Quintet in C, K. 515, iii 

String Quintet in G Minor, K. 516, iii 

String Quartet in G, K. 387, ii 

String Quartet in B-flat (“Hunt”), K. 438, iii 

String Quartet in C (“Dissonance”), K. 463, ii 

String Quartet in B-flat, K. 389, ii 

Piano Quartet in G Minor, K. 478, ii 

Piano Sonata in D, K 311/284C, ii 

Piano Sonata in F, K. 332/300!^, ii 

Beethoven 

Piano Trio in G, Op. 1/2, ii 

Piano Sonata in F Minor, Op. 2/1, ii 

Piano Sonata in C Minor, Op. 10/1, ii 

Piano Sonata in D Minor, Op. 31/2, ii 

Truncated Recapitulation 

Haydn 

String Quartet in G, Op. 33/5, ii 

String Quartet in D, Op. 33/6, ii 

Piano Trio in E-flat, Hob. XV:3o, ii 

Mo7.art 

Clarinet Quintet in A, K. 581, ii 

String Quartet in D, K. 575, ii 

Violin Sonata in F, K. 376/374(3, ii 

Violin Sonata in B-flat, K. 378/3173, ii 


tions is well represented in the works of Haydn, Mozart, 
and Beethoven, as either independent compositions or indi¬ 
vidual movements in an instrumental cycle (such as a 
sonata, quartet, or symphony). so Moreover, nearly every 
movement of a classical work employs variation technique 
in some way. In slow movements especially, the restatement 
of a thematic unit is usually subjected to ornamental varia¬ 
tions. Thus as both a genre and a compositional procedure, 
theme and variations provides ample material for study. 51 

As a category of classical form, however, theme and 
variations requires considerably less treatment. Compared 
with all other full-movement forms, it is the least complex 
and presents the fewest problems of formal analysis. The 
basic plan is simple: a main theme, constructed as either a 
small ternary or a small binary, is followed by an indefinite 
number of varied repetitions. A related formal type uses 
two different themes as the basis for variation. Haydn reg¬ 
ularly employs this “double variations” form, or, as Sisman 
terms it, an “alternating variations” form, 52 and several ex¬ 
amples appear in the works of Beethoven.’ 3 In Haydn’s 
practice, the second theme is a minore (or maggiore ) whose 
opening idea is often, but not necessarily, derived from that 
of the first theme. Throughout the movement, the themes 
alternate with each other and become varied on each re- 


The main theme of a variations movement is invariably 
constructed as a small ternary or small binary, the former 
appearing only somewhat more frequently than the latter. 
That the small binary achieves such prominence in themes 
for variation—in most other formal contexts it is used 
much less often than the small ternary—is due, no doubt, 
to the absence of recapitulation within its boundaries. Since 
theme-and-variations form brings multiple restatements of 
the initial basic idea, the composer can avoid overexposing 
it by using the small binary, in which the return of the basic 
idea then functions exclusively to mark the beginning of 
each variation. 54 

The variations that follow the main theme normally ad¬ 
here not only to its overall form (as ternary or binary) but 
also to its specific arrangement of intrathematic functions. 
The formal aspect of a theme, however, can occasionally be 
varied; three standard procedures are typically used. First, 
the formal structure of the theme may change in one of the 
variations, usually as a result of changes in the harmonic- 
tonal scheme of a minore variation. Second, passages of ex¬ 
tension or interpolation are sometimes added, most often 
immediately before die final variation. Third, the final vari¬ 
ation may have appended to it a brief closing section or may 
be followed by a full-fledged coda. 


appearance. 
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Minore. A classical variations movement normally in ¬ 
cludes one variation written in a modality opposite from the 
others. This minore variation (or maggiore, in the rarer case 
of a minor-mode theme) often changes the original har ¬ 
monic-tonal organization of the theme. In some cases, 
simply shifting the harmonies into the minor mode can re¬ 
sult in nonsyntactical progressions, and thus new ones must 
be written. In other cases, the modal shift provides an op¬ 
portunity for exploring different tonal realms as part of the 
variation technique per se. As a result of these changes in 
harmony and tonality, the internal phrase functions are 
sometimes altered even while the overall form is retained. 55 
At other times, the small ternary at the basis of the theme is 
restructured to become a small binary for the minore, or 
vice versa. 56 In more extreme cases, the minore can take on a 
distinctly looser organization, resembling at times the inte¬ 
rior theme of a large ternary (also often labeled minore). 57 
Finally, the minore can be altered to such an extent that it 
gives the impression of being a variation of an entirely dif¬ 
ferent theme. 58 

Extensions and interpolations. In addition to creating 
structural changes in a given variation, the composer can 


alter the general formal plan by adding passages that func¬ 
tion as extensions, interpolations, or links from one varia¬ 
tion to the next. Such an addition typically occurs just be¬ 
fore the final variation, thus breaking the regular succession 
of variations and drawing attention to the final one by pre¬ 
ceding it with something entirely new. The added material 
is often short, 59 but it can be a more lengthy, developmental 
passage. 60 

Coda. To provide greater tonal stability for the end of the 
movement, the final variation is often followed by a closing 
section or a coda. Besides serving its usual formal functions, 
the coda in a variations set has the particular function of 
breaking the pattern of formal symmetry created by the 
regular succession of more or less equal-size units (i.e., the 
theme and its variations). Thus the coda provides the only 
real opportunity for creating the kinds of structural expan¬ 
sion typically found toward the ends of classical movements 
(such as the enormous cadential expansions in the final sub¬ 
ordinate theme of a recapitulation). The coda also permits 
the composer to create a circular effect for the overall form, 
by bringing back the theme (or parts of it) in its original, 
unvaried version at the very end of the movement. 61 



Minuet/Trio Form 


The minuet is the premier dance type of the classical pe¬ 
riod. Whereas many instrumental works of the baroque 
contain a wide variety of dance movements—allemande, 
courante, sarabande, gigue, bourree, gavotte, to name the 
most popular—only the minuet survived the major style 
shift of the mid-eighteenth century to become incorporated 
into classical instrumental cycles. 

Like baroque practice, the classical minuet movement 
pairs together two different minuets. The second is tradi¬ 
tionally termed trio , although the labels “Minuet II” or 
“ alternative" are found now and then. The trio contrasts 
with the first minuet in a variety of ways, such as melodic- 
motivic content, rhythmic configurations, and texture. 
Most trios reside in the same key as the first minuet but fre¬ 
quently shift into the opposite mode or change to a related 
tonality. 

The use of two minuets in one movement creates a 
thorny problem of terminology, for minuet can be used in at 
least three different ways: as a generic term applicable to ei¬ 
ther of the two minuets of the movement (“all minuets are 
in triple meter”); as a more specific term for the first minuet 
(“the minuet is in major; the trio, in minor”); or as a term 
for the movement as a whole (“this serenade contains two 
minuet movements”). In most situations, the context of the 
discussion makes it clear how the word is being used, but at 
times it is useful to speak of the minuet proper when refer¬ 
ring to the first minuet, as opposed to the trio. 

The problem of terminology becomes somewhat more 
acute with respect to form, because “minuet form” can refer 
to that of the individual minuets (minuet proper and trio) 
or to that of the whole movement. In this book, I restrict 
the term minuet form to the former definition and use the 
expression minuet/trio form for the latter. 1 

Scherzo 

The scherzo is a variant style of the minuet and features a 
faster tempo and a livelier character. The question of 
whether or not the scherzo is a unique form, different from 
the minuet, is raised by Schoenberg, who argues that scher¬ 


zos “differ from smaller ternary forms and the minuet in 
that the middle section is more modulatory and more the¬ 
matic. In some cases, there is a special type of modulatory 
contrasting middle section which approaches the elaboration 
(Durchfiihrung ) of the Sonata Allegro.” 2 Ratz follows 
Schoenberg’s lead by identifying a specific Scherzoform, one 
characterized by the use of a model-sequence technique in 
the sense of a core. 3 

But we encounter a number of problems when trying to 
differentiate the minuet from the scherzo. First, it is diffi¬ 
cult to determine exactly which pieces from the repertoire 
are to be regarded as one type or the other. The use of la¬ 
bels in the scores is no help at all, for many works desig¬ 
nated as scherzo seem no different from minuets as regards 
style and character. Moreover, a number of movements spe ¬ 
cifically entitled “Menuetto” are clearly in a scherzo style. 4 
Most problematic, of course, are the many movements that 
are not labeled either way and that may or may not be con¬ 
sidered scherzos. 

A second problem with respect to Schoenberg’s proposal 
is that a “modulatory contrasting middle section” featuring 
model-sequence technique is often found in pieces that 
would normally be considered minuets, not scherzos. In¬ 
deed, Schoenberg himself seems to recognize that fact 
when shortly after the passage just quoted, he completely 
reverses his position: “It is generally held that the B-section 
of a scherzo should be an elaboration (, Durchfiihrung ). But 
in fact it often resembles the B-section of the minuet, while 
many minuets possess a modulatory contrast.” 5 

Given the problems of distinguishing a minuet from a 
scherzo, I treat in this book the two styles as a single move¬ 
ment type. In regard to formal organization, it is impossible 
to differentiate them. I refer to the scherzo only in those 
situations in which a given movement is undoubtedly in 
that style, and speaking of it as a minuet would be awkward. 

Minuet/Trio Form 

Although a minuet movement contains two different min¬ 
uets (i.e., minuet proper and trio), the full-movement minuet/ 
trio form is tripartite, because continuing the baroque prac- 
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rice, the minuet is performed again after the trio. This re¬ 
statement of the minuet is not usually written out (unless 
the composer wishes to introduce ornamental variations). 
Instead, the expression “Menuet da capo” (or some variant 
thereof) is indicated in the score. We can thus refer to this 
restatement as the da capo of the minuet. In a few cases, the 
da capo is followed by a coda to conclude the movement as 
a whole. 6 

The individual minuets in minuet/trio form conform to 
one of two different formal schemes. Most are structured in 
ways that resemble tire small ternary (more specifically, the 
rounded binary); a small number (about to percent) resem¬ 
ble the small binary. The minuet proper begins in the home 
key and modulates to a subordinate key at some point in the 
form (just where that modulation occurs is an important 
topic for discussion in the later section on “minuet form”). 
The minuet always closes in the home key with a perfect 
authentic cadence. 

Most trios follow this same tonal plan, although they 
more often stay entirely in one key. On occasion, the trio 
remains open on dominant harmony, which resolves to the 
tonic on a restatement of the minuet. In approximately one- 
half of minuet movements, the trio continues in the same 
key and mode as the preceding minuet. In about one-quarter 
of cases, the trio shifts to the opposite mode, and in the re¬ 
maining quarter, it resides in a different key, usually the 
subdominant or lowered submediant. 

The tripartite scheme of minuet, trio, and da capo is 
highly suggestive of an overall ternary structure, in which 
the trio is a “contrasting” element standing in the “middle” 
of the form, and the da capo represents a “return” of the 
minuet proper. To employ the functional labels of exposi¬ 
tion, contrasting middle, and recapitulation, however, proves 
unsatisfactory, since the structure of the trio bears no rela¬ 
tion to a B section or a development and since the da capo 
neither tonally adjusts nor structurally alters the original 
minuet. It would be misleading, therefore, to relate this 
full-movement form to either the small ternary or the sonata. 

Minuet/trio form would seem to have a stronger rela¬ 
tionship to the large ternary, especially since the compo¬ 
nent parts of each are largely modeled on the small ternary 
(or small binary). Indeed, if the trio resides in a contrasting 
mode or tonality, and especially if it remains open on domi¬ 
nant harmony, this middle part will function much like an 
interior theme standing between the statements of a main 
theme (the minuet proper). We must be cautious, however, 
not to equate the two full-movement forms, despite their 
obvious similarities. For often the trio is not at all like an 
interior theme, especially when it resides in the same key 
and mode as the minuet and is fully closed both formally 
and tonally. In such cases, the complete “movement” seems 
more like a stringing together of parts rather than a true in¬ 
tegration of those parts into a single form. 7 Between these 
two extremes—the trio’s total subordination versus its com¬ 


plete independence—lies a spectrum of possibilities, in 
which the trio stands in a more or less dependent relation 
to the minuet. For this reason, it is not possible to identify 
consistent functional relations among the three parts of 
minuet/trio form, and thus they remain labeled by the rela¬ 
tively neutral terms minuet, trio, and da capo. 

MINUET FORM 

The vast majority of component minuets in minuet/trio 
form are organized along lines that closely resemble the 
small ternary (rounded binary version). Minuet form thus 
contains the three fundamental functions of exposition (A), 
contrasting middle (B), and recapitulation (A'). Most of the 
formal procedures discussed in connection with the small 
ternary apply without further comment to minuet form. In¬ 
deed, many minuets are virtually identical to that theme- 
type. Yet whereas some aspects of the small ternary appear 
regularly in minuet form, others are less often found there. 
Moreover, some procedures of the minuet are rarely, if ever, 
associated with the small ternary. 

Since a small ternary functions primarily as a main 
theme in some larger-scale form, its component functions 
(exposition, contrasting middle, and recapitulation) are es¬ 
sentially intrathematic (thus somewhat comparable to, say, 
presentation, antecedent, continuation, and consequent). 
Conversely, minuet form itself functions as a high-level sec¬ 
tion in the full-movement minuet/trio form. 8 Thus atten¬ 
tion must be directed to the interthematic functions of main 
theme, transition, subordinate theme, development, reca¬ 
pitulation, and coda, which may be expressed. 9 Of particu¬ 
lar importance is whether or not a subordinate key is con¬ 
firmed, and if so, where and how that confirmation takes 
place. 

Exposition (A) 

Like the exposition of a small ternary, the A section of the 
minuet is usually constructed as a relatively tight knit, con¬ 
ventional form (i.e., sentence, period, or hybrid) (see exs. 
3.7, 3.9, 3.15, 4.10, 5.4, 5.6, and 5.8). At times, die A section 
is highly expanded and embraces more than one thematic 
unit, each ending with a perfect authentic cadence. 10 In the 
most extreme cases, the A section is complex enough to re¬ 
semble an entire sonata-form exposition. 11 

The A section of the minuet, like that of the small 
ternary, may either remain entirely in the home key or mod¬ 
ulate to a closely related subordinate key. Whether or not 
die exposition of a small ternary modulates is of relatively 
minor concern. Because that form normally serves as a main 
theme within a movement, the issue of subordinate-key es¬ 
tablishment arises primarily in connection with later formal 
units (such as a transition and a subordinate theme). In the 
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case of the minuet, however, the appearance of a subordinate 
key in the A section may well represent the principal tonal 
conflict of the movement, and thus the presence or absence 
of a new key is of particular importance. If the modulation 
does occur there, it is interesting to observe the extent to 
which subordinate-theme function is expressed. If the A sec¬ 
tion does not modulate, strong expectations will be aroused 
for the B section to bring some semblance of that function. 12 

When the A section of the minuet remains entirely in 
the home key, its interthematic expression is exclusively one 
of main theme. In such cases, the section is relatively short 
and compact (formal expansion in that section tends to be 
associated with a modulation). In almost all cases, the sec¬ 
tion closes with a perfect authentic cadence. 13 

When the A section modulates to a subordinate key, in¬ 
terthematic functionality is more complex. Not only will a 
main-theme function appear (at least in a rudimentary way), 
but a subordinate-theme function also will come to the 
fore. The sense of transition may be present as well. The 
extent to which these functions are expressed—the 
strength of their articulation—depends on a number of fac¬ 
tors: the nature of the harmonic progressions in the various 
keys, the cadences, and the relative degree of tight-knit or 
loose organization. 

A main-theme function in a modulating A section always 
arises by virtue of initial tonic-stabilizing progressions of 
the home key. If the music modulates before any home-key 
cadence, main-theme expression will be minimal, and the 
form of the section is likely to be sentential, with its first 
(and usually final) cadence being an authentic one in the 
subordinate key. Main-theme function will be expressed 
more strongly if the opening music leads to a home-key half 
cadence, in which case the form of the section is likely to be 
periodic, with a matching authentic cadence in the subordi¬ 
nate key. 

The sense of main-theme function is strongest when the 
music residing in the home key closes with a perfect au¬ 
thentic cadence before the end of the section. This early au¬ 
thentic cadence, as it can be called, is followed by another 
thematic unit, one that begins again in the home key and 
then modulates or one that begins directly in the subordi¬ 
nate key. 14 An early authentic cadence usually closes either a 
single phrase of exclusively cadential function or a phrase 
that has the formal characteristics of a consequent. Some¬ 
times the A section is sufficiently complex to yield a com¬ 
plete “main theme” consisting of several phrases, the last 
one of which closes with an early authentic cadence. 

Subordinate-theme function in a modulating A section is 
always expressed, at least minimally, by a cadential confir¬ 
mation of the subordinate key. Transition function also 
emerges if the modulation occurs by means of a harmonic 
pivot within a phrase. (If a new phrase begins immediately 
in the subordinate key, the resulting direct modulation will 
not bring any sense of transition). 


The expression of transition and subordinate theme is 
more palpable when the change of key is accompanied by 
loosening devices typical of these functions. Frequently, the 
modulation and the cadential confirmation occur in the 
same phrase, thus creating transition/subordinate-theme fu¬ 
sion. At other times, these functions may occupy their own 
distinct groups. Occasionally, a perfect authentic cadence in 
the subordinate key is followed by a second thematic unit 
residing in the same key and confirmed by another cadence, 
a situation that produces multiple subordinate themes. 

The final cadence of a minuet exposition is sometimes 
followed by a closing section. In most cases, its content is 
entirely new; however, sometimes the closing section con¬ 
sists of prior cadence ideas, thus somewhat obscuring the 
distinction between cadential and postcadential functions. 
This happens especially in a scherzo, in which a sudden 
change of material for the closing section could disrupt the 
intensity of the prevailing rhythmic drive. 

The following examples illustrate some of the ways in 
which interthematic functionality can be expressed by a 
modulating A section. 

example 3.9 (see p. 40): In this sentence form, it is possible to rec¬ 
ognize the functional elements of main theme, transition, and sub¬ 
ordinate theme. Main-theme function is expressed solely by means 
of the presentation phrase, supported by a firm tonic prolongation 
in the home key. The lack of any cadential articulation for the key 
makes the function weak indeed. The extension of the continua¬ 
tion by means of a harmonic sequence is understandable in light of 
the phrase serving both transition and subordinate-theme func¬ 
tions. Here, the two functions are fused into a single unit. 

example 15.1: The opening eight measures form a hybrid (c.b.i. + 
cont.) closing with a half cadence in the home key. 15 The unit thus 
functions as an antecedent in the A section yet can also be seen to 
express main-theme function in the minuet as a whole. The conse¬ 
quent begins in the home key at measure 9, but the end of the 
opening compound basic idea resolves deceptively to VI (m. 12), 
which pivots for the modulation into the subordinate key. The rest 
of the A section is devoted to reinforcing and confirming this key. 
The functions of transition and subordinate theme are clearly ex¬ 
pressed in this passage, although they are fused together, since it is 
difficult to find a decisive ending for die former and a beginning 
for the latter. 

The A section closes with a cadential idea beginning on the up¬ 
beat to measure 19 and closing on the downbeat of measure 21. 
The rhythmic momentum generated by the running eighth notes 
is maintained when this idea is immediately repeated and ex¬ 
tended. 16 Where, then, is the cadence? If it is understood to be on 
the downbeat of measure 23, the downbeat of measure 21 would 
have to be heard as an evaded cadence. But this interpretation is 
rather unlikely, since the first beat of that measure is easily heard as 
the goal of the phrase. Thus it is better to recognize measure 21 as 
the moment of cadential closure and to view the repeated idea as a 
codetta, in line with the idea that the closing section of a scherzo 
often employs the immediately preceding cadential material. 



example 15.i Beethoven, Piano Sonata in E-flat, Op. 7, iii, 1-24 



closing section 


cad. cod. (cad?) 



(cv. cad.?) (PAC?) 


example 15.2 Beethoven, Violin Sonata in F (“Spring”), Op. 24, iii, 1-8 



(early) 


example 15.3 Haydn, Symphony No. 98 in B-flat, iii, 1--20 

0 


Main Theme Transition/Subordinate Theme 1 
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example 15.4 Mozart, Piano Sonata in A, K. 331/300!, ii, 1-18 
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example 15.2: The first phrase is built like a simple four-measure 
consequent, that is, a basic idea followed by a contrasting idea that 
ends with a perfect authentic cadence. (That this “initiating” 
phrase is interpreted here as a consequent can perhaps be more 
readily understood if the listener imagines its being preceded by an 
antecedent phrase ending melodically on A, thus implying an im¬ 
perfect authentic cadence.) The second phrase begins in measure 
5, as the first does, but then modulates to the dominant region and 
closes there with another perfect authentic cadence (m. 8). (Be¬ 
cause of its V-I progression, measure 7 could qualify as the caden- 
tial arrival, but the strong rhythmic correspondence between the 
two phrases makes it difficult to hear that measure as the goal of 
the theme.) The two phrases taken together strongly resemble a 
modulating period, but this interpretation is flawed, since the ca¬ 
dences closing the phrases are of equal weight (despite their differ¬ 
ing tonal expressions). Therefore, rather than finding the intrathe- 
matic relation of antecedent-consequent between these two phrases, 
it is preferable to identify their interthematic expression. The first 
phrase, with its early authentic cadence, brings the main-theme 
function, and the second phrase fuses (in a highly compressed 
manner) the transition and subordinate-theme functions. 

example 15.3: The A section opens with a four-measure phrase 
supported by an expanded cadential progression. An early authen¬ 
tic cadence in the home key is thus created on the downbeat of 
measure 4. 17 The end of the cadential idea is then echoed in the 
winds (mm. 5-6), after which the music modulates to the domi¬ 


nant region, confirmed cadentially at measure 12. The sense of 
subordinate-theme function is reinforced when the cadential pro¬ 
gression is briefly abandoned at measure 9 (the pre-dominant IV 
moves to an inverted dominant), after which the cadential progres¬ 
sion resumes with Vs/V at the downbeat of measure 11. 

An additional thematic unit, albeit a rather short one, begins on 
the second beat of measure 12 and continues until the perfect au¬ 
thentic cadence at measure 18. This unit gives the impression of 
being a “second” subordinate theme, one that starts directly with 
continuation function. The A section concludes with a brief clos¬ 
ing section in measures 19-20. 

example 15.4: The opening of the A section resides in the home 
key and closes with an early authentic cadence in measure 10. Unlike 
the previous examples, in which main-theme function is expressed 
by a single phrase, the music here is sufficiently broad to be consid¬ 
ered a complete theme, one that takes the form of an expanded hy¬ 
brid (ant. + cont.). A subordinate theme then begins directly in the 
new key, thus bypassing any sense of transition function. 

example 15.5: The first part of this A section, an eight-measure 
sentence closing with an imperfect authentic cadence (see ex. 3.15), 
functions as the main theme in the minuet as a whole. The follow¬ 
ing four-measure unit (mm. 9-12) accomplishes the modulation 
and ends with dominant harmony of the subordinate key. This 
phrase thus functions exclusively as a transition. A subordinate 
theme then begins at measure 13 and exhibits many of the loosen- 






example 15,5 Mozart, String Quartet in A, K. 464, ii, 9-28 
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mg devices typical of that function. A presentation in measures 
13-16 is followed by an extended continuation, which leads to a de¬ 
ceptive cadence at measure 24. A new cadential unit (based on the 
second half of the main theme but also alluding to the continuation 
of the subordinate theme) brings complete closure at measure 28. 

Contrasting Middle (B) 

The B section of the minuet brings many of the same har¬ 
monic, tonal, and formal characteristics of a contrasting 
middle in small ternary form—loose nonconventional or¬ 
ganization, emphasis on the home-key dominant, sequen¬ 
tial harmonies, closure in the home key with a half cadence 
or dominant arrival. But whereas the B section of the small 
ternary is relatively simple and short, that of a minuet is 
usually more complex and often lasts considerably longer 
than the preceding A section. Thus certain techniques ap¬ 
pear there that rarely find a place in the smaller scope of the 
small ternary. For example, the contrasting middle of a 
minuet might bring an interpolated episode of new material in 
a relatively remote tonal region. Or a false recapitulation 
may appear toward the end of the B section. In some cases, 
the section may even feature model-sequence technique in 
a manner reminiscent of a developmental core. 

An important consideration for the B section’s organiza¬ 
tion and functional expression is whether or not its preced¬ 
ing exposition modulates. If the A section has presented 
main-theme, transition, and subordinate-theme functions, 
the B section has the opportunity of expressing a rudimen¬ 
tary sense of development by exploring additional tonal re¬ 
gions. If the earlier A section is exclusively a main theme, 
the B section usually provides the fundamental tonal con¬ 
flict of the minuet by modulating to, and confirming, a sub¬ 
ordinate key. 18 

Following a modulating A section. In cases in which the 
exposition of a minuet is modulatory, the B section is free ei¬ 
ther to touch on other tonal regions or, as is often the case, 
to return to the home key and conclude there with domi¬ 
nant harmony. The phrase-structural organization tends to 
be loose and nonconventional , with an emphasis on continu- 
ational traits (fragmentation, model-sequence, harmonic 
acceleration). Brief tonicizations of various regions occur 
frequently, although it is uncommon for the section to con¬ 
firm a development key. In the simplest cases, the B section 
consists entirely of a standing on the dominant. 

example 15.6: The B section quickly tonicizes the supertonic re¬ 
gion using motivic material from the beginning of the minuet 
(see ex. 15.3). Measure 25 brings an interpolated episode, marked 
by a new melodic idea, an abrupt shift from forte to piano, and ail 
immediate move into the remote region of At major (VI of the 
supertonic, C minor). Measure 31 restores the forte dynamic and 
initiates a return back to the home key, as confirmed by the half 


cadence at measure 36. A standing on the dominant concludes 
the contrasting middle and prepares the way for the recapitula¬ 
tion at measure 40. 

example 15.7: Like the previous example, the B section begins by 
tonicizing II. But here, Mozart establishes a four-measure model 
(mm. 19-22), which is then repeated sequentially down a step 
(mm. 23-26). A subsequent move to the augmented sixth in mea¬ 
sure 28 prepares for the concluding half cadence. The overall for¬ 
mal organization resembles the core of a development, although 
the section is relatively short, displays little sense of fragmentation, 
and lacks the emotional restlessness typical of a core. 

Following a nonmodulating A section. If the A section 
does not modulate, the B section can assume the role of in ¬ 
troducing transition and subordinate-theme functions into 
the minuet. Shifting these expositional functions into the 
contrasting middle is not, however, required of the form: a 
number of minuets in the literature remain effectively in 
the home key throughout, although there may be a promi¬ 
nent tonicization of the subordinate-key region. 19 In cases 
in which the entire minuet is nonmodulatory, the compan ¬ 
ion minuet (either the minuet proper or the trio) usually ex¬ 
presses subordinate-theme function. 20 Rarely is a subordi¬ 
nate key not established somewhere in the complete minuet/ 
trio form. 21 

Following a nonmodulating exposition, the contrasting 
middle most often moves to the subordinate key by em¬ 
ploying phrase-structural processes typical of transition and 
subordinate-theme functions. In some cases, the B section 
begins immediately in the subordinate key, thereby omit¬ 
ting a transition. The section may include both an interpo¬ 
lated episode and significant model-sequence technique in 
the manner of a core. 

example 15.8: The nonmodulating exposition was discussed in 
connection with period form (see ex. 4.10a). The B section begins 
with new material organized into a compound basic idea supported 
by submediant harmony. This sudden shift to VI, a standard signal 
for transition function, is found at the start of many contrasting 
middles. 22 A brief model-sequence pattern (mm. 15-16) brings a 
modulation to the dominant, which is confirmed as a subordinate 
key by an expanded cadential progression in measures 17-20. A 
short closing section turns into a retransition when the tonic pedal 
of the subordinate key becomes dominant of the home key at mea¬ 
sure 23. 

example 15.9: Following the home-key cadence closing the A sec¬ 
tion (shown in ex. 5.8), the B section begins with a four-measure 
phrase that quickly modulates to the subordinate key as initially 
confirmed by the dominant in measures 11-12. This phrase thus 
serves as the transition, after which a genuine subordinate theme 
begins in measure 13 with a new presentation, followed by a con- 
tinuation=»cadential phrase in measures 17--20. A brief retransi¬ 
tion brings back the home key and prepares for the recapitulation 
at measure 25. 



example 15.8 Haydn, String Quartet in G, Op. 54/1, iii, 11-26 



example 15.9 Haydn, Symphony No. 87 in A, iii, 9-26 
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example 15.10 Haydn, String Quartet in G, Op. 54/1, iii, 33-44 
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Recapitulation (A') 

The A' section of minuet form recapitulates the material 
initially presented in the A section. In many minuets, this 
section retains the basic phrase-structural design of the ex¬ 
position. Unlike the small ternary, which frequently con¬ 
tains a compressed recapitulation, that of a minuet is sel¬ 
dom shorter than the earlier section. 23 In fact, the minuet’s 
recapitulation is much more likely to be significantly ex¬ 
panded. In addition, it frequently includes a new closing 
section, one not found in the exposition. 24 

The substantial expansion in the recapitulation is created 
by loosening devices typically associated with a subordinate 
theme. New material may also appear in an interpolated 
episode. The deceptive cadence is a particularly favorite de¬ 
vice for extending the form; indeed, this technique is per¬ 
haps found more often in a minuet than in a sonata, in 
which evaded cadences are more commonly used to extend 
cadential function. 

The tendency to expand the recapitulation can be ex¬ 
plained on a number of grounds. If the A section is shorter 
than the B section, as is often the case, then bringing an 
equally short A' section might not give the home key enough 
space to win the battle of conflicting tonalities. And so an ex¬ 
panded recapitulation, one that features the cadential rein¬ 
forcements typical of a subordinate theme, might be neces¬ 
sary to restore tonal stability to the form. The addition of a 
new closing section (and even a coda, as pointed out in the 
next section) also helps in this struggle for home-key pre¬ 
dominance. 

Another, somewhat related, explanation sees the expan¬ 
sion of the A' section as providing a kind of “recapitulation of 
the subordinate theme” to match the expression of that func¬ 
tion in an earlier B section. In other words, if a nonmodulat¬ 
ing exposition represents main-theme function and the con¬ 
trasting middle brings a subordinate theme, then simply 
bringing back the main theme once again in the A' section 
will leave the latter theme unrecapitulated. An expansion in 
the A' section does not literally recapitulate the earlier subor¬ 
dinate theme, for the section must model itself on the exposi¬ 
tion, not on the B section. But the looser phrase-structural 
techniques can suggest such a recapitulation nonetheless. 

example 15.10: The A' section follows a course identical to that of 
the A section (see ex. 4.10a) until the deceptive cadence at measure 
34- 25 What comes next is a newly inserted development of exposi¬ 
tion motives with a hint of sequential organization; the section 
closes with the expected perfect authentic cadence at measure 44. 
Had the recapitulation finished with an authentic cadence at mea¬ 
sure 34, home-key expression would not have been sufficient to 
overcome the more powerful subordinate-key confirmation in the 
B section (see ex. 15.8). 

example 15.11: The recapitulation opens with the eight-measure 
antecedent of the exposition (see ex. 15.1). At measure 51, the 


music suddenly shifts to minor, and the deceptive resolution at 
measure 54 brings 1VI. A subsequent development of this harmony 
into a tonicized region, using the gesture of measures 13-14 (ex. 
15.1), eventually leads into an interpolated episode whose imper¬ 
fect authentic cadence at measure 62 actually confirms tVI as a de¬ 
velopment key (in the recapitulation!). A retransitional passage 
(still part of the episode) returns the music to the home key, as ar¬ 
ticulated by the half cadence at measure 70. The sense of this half 
cadence as a rhythmic goal is undermined, however, by the pause 
immediately preceding it: it is as though the music has withered 
away, and thus the dominant sounds more like a new beginning 
than an end. (The gesture of die dramatic pause is itself a hallmark 
of this scherzo; see m. 54 and ex. 15.1, mm. 4, 5, 12.) 

A new presentation, beginning with the upbeat to measure 72, 
is given a modified repetition at measure 76. A continuations 
cadential phrase follows (m. 80), which is extended by a series of 
deceptive cadences. The concluding cadence at measure 86 (no 
longer ambiguous as in the exposition, ex. 15.1, m. 21) is reinforced 
by an entirely new closing section. From the point of view of in- 
terthematic functionality, die recapitulation is expanded in such a 
way that transition and subordinate-theme functions are no longer 
fused (as they were in the A section) but, rather, are given their 
own distinct thematic units (transition, mm. 51-71; subordinate 
theme, mm. 72-86). 26 

Coda 

As part of its expansionist tendencies, the recapitulation can 
include a new closing section, as just illustrated in the previ¬ 
ous example. The expansion is even greater if the material 
following the final cadence is organized in a manner suffi¬ 
ciently complex to require cadential closure. We then can 
speak of a coda to the minuet itself. Codas are most likely to 
appear when the recapitulation is modeled closely on the 
exposition. The coda then can take over the role of expand¬ 
ing the form, for the same purposes discussed in connection 
with an enlarged A' section. 

For the most part, codas in minuet form display the 
same basic features and functions as those described in 
chapter 12. But unlike most other forms, in which the coda 
is entirely separate from the recapitulation, the coda in 
minuet form is more intimately linked to the latter, since it 
is included in the repetition of the B and A' sections to¬ 
gether (i.e., the coda precedes the double-bar and repeat 
signs). 

example 15.12: The A' section is structurally identical to the A 
section (see ex. 5.8). As pointed out with respect to example 15.9, 
the contrasting middle brings transition and subordinate-theme 
functions, the latter closed by an expanded cadential progression. 
Thus the cadence confirming the subordinate key (ex. 15.9, mm. 
17-20) is considerably stronger than that confirming the home 
key in the recapitulation (ex. 15.12, mm. 31-32). Consequently, 
Haydn follows the end of the A' section with a coda made up of a 
new six-measure unit, which is repeated identically (mm. 39-44). 
The principal compensatory function of this coda is to give greater 



example 15.11 Beethoven, Piano Sonata m E-flat, Op. 7, iii, 51-95 
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example 15.12 Haydn, Symphony No. 87 in A, iii, 31-44 
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cadential weight to the home key by means of an expanded caden- 
tial progression. 

Binary Minuet Form 

Whereas most minuets (and trios) are constructed accord¬ 
ing to minuet form just described, a few are built along 
lines that resemble die small binary form. This binary min¬ 
uet form contains two parts, each of which is repeated. In 
most respects, part 1 resembles the A section of regular 
minuet form, except that it more frequently closes with a 
half cadence. The second part often contains material that 
functions like a contrasting middle, but this part does not 
include a recapitulatory articulation (a return of the open¬ 
ing basic idea in the home key). Although the opening does 
not come back in the normal boundaries of the form, this 
material may well appear again in a closing section to the 
second part or even in a coda, thereby fulfilling an obvious 
compensatory function. 

example 15.13: The minuet opens with a four-measure phrase 
supported by an expanded cadential progression. The “early” au¬ 
thentic cadence at measure 4 marks the end of main-theme func¬ 
tion. The next phrase continues in the home key, and a strongly 
continuational passage at measure 9 directs the music to the domi¬ 
nant, which is confirmed as the subordinate key by the cadence at 
measure 12. 27 The first part of this binary minuet ends with a brief 
closing section, whose melody reopens by rising strangely up to 
the fifth scale-degree. 

The second part starts out with a contrasting middle made up 
exclusively of a standing on the dominant (which lasts until the end 
of m. 24), after which the music of measures 5-8 returns in mea¬ 
sures 25-28. The subsequent continuation (m. 29) is adjusted to re¬ 
main in the home key, and the second part concludes with the per¬ 
fect authentic cadence at measure 32. The earlier closing section 
then brings its strange rise to the fifth degree at measure 36. But 
rather than letting this degree “hang in the air,” as Mozart did at the 
end of the first part, he uses it as a springboard to recapture the 
minuet’s opening phrase. The relocation of this phrase to a final 
position is particularly fitting here, not only because it makes up for 
its not having been recapitulated, but also because it now finds its 
more natural location as a cadential unit that closes the preceding 
material (rather than being the opening phrase of the minuet). 28 

TRIO 

Most of what we have observed about minuet form holds for 
the trio as well. This part of the movement, however, can ex¬ 
hibit some stylistic and formal characteristics that distinguish 
it from the minuet proper. First and foremost, a trio must 
provide a distinct element of contrast while still maintaining 
the same meter and tempo. But whereas the concept of “con¬ 
trast” in classical form usually entails greater structural com¬ 
plexity and emotional intensification, the trio of a minuet 
movement generally brings a quality of simplification and re¬ 


laxation. 29 In most of its musical parameters, a trio is usually 
simpler than its preceding minuet: the harmonic vocabulary 
is more diatonic; the rhythmic patterns are more uniform 
and continuous; and the texture is less dense. 

With respect to formal organization, the trio generally 
follows the norms of minuet form but differs from the min¬ 
uet proper in a number of ways. The trio tends to be 
shorter and more symmetrically formed; expansions are 
more likely to be kept under control; and codas occur less 
often. Many trios, in fact, assume the highly symmetrical 
proportions of the basic small ternary and small binary 
forms, for instance, 8 (A) + 4 (B) + 4 (A'). 

The most important formal distinction occurs when the 
composer attempts to forge a stronger sense of overall min¬ 
uet/trio form by making the trio more dependent on the 
minuet proper. The methods used to achieve this structural 
dependence include changing the trio’s mode or tonality, 
adding a retransition, and leaving the trio formally incom¬ 
plete. By varying the modality or tonality (or both), the trio 
becomes somewhat dependent on its surrounding minuets, 
for the change motivates a restoration of the original mode 
or key somewhere later in the overall form (namely, in the 
da capo). If the tonality changes, and especially if the tonal 
region is relatively remote, the composer may add a passage 
linking the end of the trio with the beginning of the da 
capo. This retransition, which often anticipates motives of 
the minuet, aids considerably in integrating the form. 30 

The trio can become even more dependent by remaining 
structurally incomplete. This situation is very similar to 
what typically happens at the end of an interior theme in 
large ternary form. And like that theme, a variety of tech¬ 
niques can be employed to inhibit closure of the trio . For 
example, the A' section may initially cadence but, when 
repeated, remain open on dominant harmony (sometimes 
following a deceptive cadence). 31 Or the recapitulation can 
begin normally but then get stuck on a dominant, which 
eventually marks the trio’s harmonic end. 32 Sometimes the 
trio is truncated (thus consisting of the A and B sections 
only), with the dominant of the B section leading back to the 
da capo. 33 If the trio is set in a key different from that of the 
minuet, then the harmony ending the structurally incom¬ 
plete trio normally is dominant of the minuet’s home key. 34 

example 15.14: After a minuet in C major, the trio shifts to the 
minor mode. The music leading up to the double bar ends with a 
half cadence in the home key. (This half cadence suggests that the 
section could be interpreted as the first part of a binary minuet 
form.) A contrasting middle begins with model-sequence tech¬ 
nique and closes with a premature dominant arrival at measure 77 
and a subsequent standing on die dominant. But rather than bring¬ 
ing a recapitulation of some kind (or some other continuation) and 
eventual closure in C minor, the marking “Menuetto D.C.” in¬ 
structs the performers to return to the minuet proper. The trun¬ 
cated trio thus remains structurally subordinate to its surrounding 
minuets. 

















Rondo Forms 


All rondo forms in Western art music display a basic pattern of 
formal organization. A principal thematic idea—the “rondo 
theme” or “refrain”—alternates regularly with two or more 
contrasting passages, termed “couplets,” “episodes,” or “di¬ 
gressions.” Letters of the alphabet traditionally describe a 
variety of rondo forms, such as ABACA, ABACADA, 
ABACABA (where “A” stands for the refrain, and the remain¬ 
ing letters, for couplets of differing material). In the classical 
era, however, most rondos can be situated in one of two main 
categories—the five-part, rondo (ABACA) and the sonata-rondo 
(ABACABA). Variants of each type create a number of other 
formal designs (e.g., ABACADA, ABACBA). 1 

Labeling the rondo’s component parts poses a number of 
theoretical difficulties. The standard use of letters, for ex¬ 
ample, is deficient in several respects. First, like all such 
schemes, the letters indicate little about formal function. 
Second, they can be confused with the same letters repre¬ 
senting other forms, especially the small ternary (and its al¬ 
lied minuet form). For these reasons, it is better to adopt 
terminology that not only relates more specifically to the 
rondo but also can reveal the form-functional attributes of 
its parts. Since there is no single group of expressions that 
serves both purposes, I use two sets of terms in this book. In 
the first set, refrain and couplet refer to the rondo’s compo¬ 
nent parts generally. Each refrain and couplet is numbered 
according to its position in the form. All the refrains con¬ 
tain essentially the same material; the various couplets con¬ 
trast with the refrain and usually (though not always) with 
one another. A second set of terms uses the standard labels 
of interthematic functionality (e.g., main theme, subordi¬ 
nate theme, interior theme, development) to specify the 
formal role played by the various refrains and couplets. 

FIVE-PART RONDO 

In th t five-part rondo (traditionally ABACA), an opening re¬ 
frain returns twice, alternating with two couplets of con¬ 
trasting musical content and organization. A coda is some¬ 
times appended to the form. The refrain appears at all 
times in the home key, and the two intervening couplets are 


set in different tonal regions. The first couplet may be con¬ 
structed in one of two ways, first, as a thematic region con¬ 
sisting of a transition, subordinate theme (group), closing 
section, and retransition, henceforth termed subordinate- 
theme complex ; or, second, as an interior theme, like that 
found in the second part of a large ternary. The second cou¬ 
plet is most often an interior theme differing from the ear¬ 
lier couplet in its melodic-motivic material, tonal region, 
and formal plan. At times, the second couplet assumes a de¬ 
velopment-like organization. Table 16.1 summarizes the 
formal plan. 

Refrain i, Main Theme 

The first refrain functions as die main theme of the rondo. 
The refrain is almost always a conventional, tight-knit 
theme closing in the home key with a perfect authentic ca¬ 
dence. In the majority of cases, it is built as a small ternary 
(or rounded binary) or, less often, a small binary. The re¬ 
frain may also have a simpler form, such as a period or hy¬ 
brid. A closing section is sometimes added after the cadence 
closing the refrain, and even a second main theme in the 
home key may appear. 2 

As a general tendency, main themes in rondo forms are 
more tightly knit than those in sonata form. F'or example, a 
rondo theme always closes with a perfect authentic cadence, 
never a half cadence. Moreover, rondo refrains tend to be 
conventional and symmetrical, whereas the looser, noncon- 


table 16.1 Five-part rondo form 


Rondo Term 

Formal Function 

Tonal Region 

refrain 1 (A) 

main theme 

I 

couplet 1 (B) 

subordinate-theme 

complex or interior theme 

V or minors, (VI) 

refrain 2 (A) 

first return of main theme 

I 

couplet 2 (C) 

interior theme; development¬ 
like unit 

minore , IV, (VI) 

refrain 3 (A) 

final return of main theme 

t 

(-) 

(coda) 

i 



example 16.1 Mozart, Piano Sonata in C, K. 545, iii, 9-22 
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example 16.2 Haydn, Piano Sonata in G, Hob. XVL39, i, 17-34 
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ventional themes frequently found in a sonata rarely appear 
in a rondo. 

Couplet 1, Subordinate-Theme Complex 
or Interior Theme 

The first couplet is normally organized as either a subordi¬ 
nate-theme complex (consisting of a transition, subordi¬ 
nate-theme group,, closing section, and retransition) or an 
interior theme. In the first case, the first refrain and couplet 
constitute a sonata exposition, and in the second case, the 
refrain and couplet resemble the first two parts of a large 
ternary. 

Subordinate-theme complex. With this option, the one 
preferred by Mozart, the end of refrain 1 is followed by a 
transition (modulating or nonmodulating) and one or more 
subordinate themes. A closing section then leads directly 
into a retransition, which prepares for the return of the 
refrain. 

The establishment and confirmation of a subordinate 
key in a rondo are often less emphatic than they are in a 
sonata. Thus a rondo frequently eliminates a distinct tran¬ 
sition 3 or else fuses it with the subordinate theme. 4 And 
whereas a sonata’s subordinate theme must always close 
with a perfect authentic cadence, this requirement may 
sometimes be waived (especially by Beethoven). In sonata 
form, the subordinate-theme group tends to be formally 
complex and highly expansive in relation to the main 
theme. In a rondo, the subordinate theme, like the refrain, 
can be relatively compressed and simple. In short, the 
tonal conflict of home and subordinate keys—so often 
dramatized in sonata form—tends to be tempered in rondo 
forms. 

example 16.1: Following a short main theme (built as a simple pe¬ 
riod), the transition begins in the middle of measure 8 and consists 
of a single four-measure phrase leading to the dominant of the 
subordinate key, G major. The subordinate theme, based on the 
main theme, is equally short and concludes with a perfect authen¬ 
tic cadence at measure 16. A four-measure retransition leads to the 
return of the main theme. Such a highly compressed subordinate- 
theme complex would be extremely rare in a regular sonata exposi¬ 
tion (cf. ex. 8.3, the subordinate theme of the first movement of 
this sonata). Note that the arrangement of cadences generates an¬ 
tecedent and consequent functions for the transition and the sub¬ 
ordinate theme, respectively. But the musical content does not per¬ 
mit us to hear the latter as a repetition of the former, and thus a 
standard period does not result. 5 

Dramatic intensification in die rondo is generally associ¬ 
ated more with the various returns of the refrain than with 
the appearance of the contrasting couplets. Thus the re¬ 
transition leading back to refrain 2 is usually longer and 
more elaborate than what might be found at the end of a 


sonata exposition, and motives anticipating the refrain’s 
basic idea are often included in order to heighten expecta¬ 
tions for its eventual return. 

Interior theme. With this option, favored especially by 
Haydn, the rondo refrain is followed directly by an interior 
theme. 6 The interior theme in the second couplet is most 
likely to be a minore (or maggiore for minor-mode move¬ 
ments), 7 but sometimes it resides in the submediant. The 
subdominant is rarely used at this point in the form. 8 

Even more than with the large ternary, an interior theme 
of a rondo can be structured in diverse ways. Most often the 
theme is modeled on the small ternary (or small binary). 
Usually that form is complete, after which a retransition 
leads back to the home key in preparation for the return of 
the main theme. Sometimes, however, the small ternary un¬ 
derlying an interior theme is incomplete or truncated. For 
example, an originally closed theme may be reopened when 
the A' section is repeated, or the recapitulation may be 
eliminated so that the theme ends with the contrasting mid¬ 
dle. On occasion, the interior theme cannot be assimilated 
to the small ternary (or binary) model and is best seen as 
nonconventional , 9 

example 16.2: The first couplet is a minore interior theme con¬ 
structed as a truncated small ternary. As expected, the A section 
modulates to the relative major. The B section then begins at mea¬ 
sure 25 with model-sequence technique and arrives on the home- 
key dominant at measure 28. After a four-measure extension, the 
dominant resolves to the tonic major to initiate die return of the 
main theme (m. 33). 

Refrain 2, First Return of Main Theme 

The first return of the opening refrain usually brings back 
the theme’s complete structure, sometimes with ornamental 
changes (such as melodic embellishment and textural en¬ 
richment). 10 Often, however, an abridged refrain brings back 
just the A (or A') section of an original ternary, and there¬ 
fore the form still concludes with a perfect authentic ca¬ 
dence in the home key. 11 Less frequently, the refrain is short¬ 
ened to the extent that it lacks cadential closure or concludes 
with a cadence in some other tonal region. Both these situ¬ 
ations result in an inco?nplete refrain . 12 

On “first hearing,” refrain 2 can elicit quite different for¬ 
mal interpretations, depending on the structure of the first 
couplet. Following a subordinate-theme complex, the re¬ 
turn of the main theme appears to mark the repeat of a 
sonata exposition or the beginning of a recapitulation in a 
sonata without development. Following an interior theme, 
the return suggests the third part of a large ternary. In both 
cases, the rondo form is not confirmed until the appearance 
of the subsequent couplet. 13 

Refrain 2 typically ends with a home-key authentic ca- 
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example 16.3 Haydn, Piano Sonata in E-flat, Hob. XVL49, iii, 58-64 


[Refrain 2] Couplet 2 

[Main Theme] interior Theme 

continuation [=>cadential] compound basic idea 


b.i. (fr. M.T.) c.i. 



example 16.4 Beethoven, Symphony No. 3 in E-flat (“Eroica”), Op. 55, ii, 105-15 

Refrain 2 



dence, after which couplet 2 starts immediately. In the case 
of an incomplete refrain, the couplet may start after an in¬ 
ternal cadence, or the refrain may be extended to become a 
transitional passage leading to the new key of the following 
couplet. 

example 16.3: The second refrain is incomplete because it con¬ 
sists only of its modulating A section (the complete refrain, a small 
ternary, was seen in ex. 6.6). Although the final cadence (m. 60) of 
the incomplete refrain 2 is initially understood as authentic in the 
new key of Bt, it can be heard as a reinterpreted half cadence in the 
home key of Et when the second couplet, a minore, begins at mea¬ 
sure 61. 

example 16.4: Refrain 2 remains incomplete when the music- 
moves toward the subdominant region at measure 111 and cadences 
there at measure 114. The beginning of couplet 2, a development¬ 
like fugal passage, elides with the end of the second refrain. 

Couplet 2 , Interior Theme or 
Development-like Organization 

The second couplet of the five-part rondo is usually orga¬ 
nized as an interior theme, especially when the first couplet 


is a subordinate-theme complex. If couplet 1 is an interior 
theme, the second couplet may also have that form (in a dif¬ 
ferent tonal region). For the sake of contrast, however, it 
may instead resemble a development. 

An interior theme for couplet 2 can reside in any of the 
standard tonal regions: minore (favored by Haydn), sub¬ 
dominant (favored by Mozart), and submediant. 14 Although 
an interior theme for couplet 2 can be formed as a complete 
small ternary (or small binary), frequently—indeed more 
often than with couplet 1—the theme remains incomplete 
in some way. In addition, it may be based on one of the 
other tight-knit forms. 15 Like the first couplet, the end of 
the second one brings a retransitional passage, which either 
follows the close of the interior theme or makes up its last 
phrase. 

Couplet 2 is sometimes organized in a manner that can¬ 
not be easily assimilated to the category of interior theme. 
Such a wide variety of formal procedures can be found at 
this point in the form that generalizations are difficult to 
make. Most such cases have a certain development-like 
quality about them. Indeed, a few are organized along the 
lines of a true development section. 16 
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Refrain 3, Final Return 
of Main Theme; Coda 

The final return of the rondo refrain usually brings back the 
original structure of the main theme, although an abridged 
or incomplete version occasionally appears instead. 17 We 
might be tempted to consider the final return of the main 
theme as a functional “recapitulation” of some sorts. It is 
interesting to note, however, that except for the general 
sense of return (defined as a restatement following an inter¬ 
vening contrast), few other recapitulatory aspects—such as 
tonal adjustment or secondary development—are normally 
found when the rondo refrain comes back for the last time. 
Here, therefore, as in the case of the third part of the large 
ternary, it is perhaps best to characterize the reappearance 
of the main theme as a functional return rather than as a 
full-fledged recapitulation. 

Following the close of refrain 3, the rondo may end with 
a new closing section or even a full coda. (If the refrain is 
incomplete, the coda usually follows without a break in tex¬ 
ture or rhythm.) 18 The coda, which may be quite exten¬ 
sive, 19 often has strong developmental qualities, introduces 
new material, makes reference to earlier couplets, or even 
brings additional statements of the refrain. 

Seven-Part Rondo 

The five-part rondo can be enlarged by adding a third cou¬ 
plet and a fourth refrain. Only a few works in the classical 
repertory follow this procedure, which creates what is tradi¬ 
tionally termed a seven-part rondo (ABACADA). The addi¬ 
tional couplet is usually constructed as an interior theme, 
one whose tonal region and formal organization contrasts 
with those of earlier interior themes. The following works 
demonstrate various possibilities for the three couplets of a 
seven-part rondo: 20 

Haydn, Piano Trio in D, Hob. XV: 16, iii: 

couplet 1: interior theme, minore , small ternary 
couplet 2: interior theme, VI, small binary 


couplet 3: interior theme, IV, small ternary 
Mozart, Clarinet Trio in E-flat, K. 498, iii: 

couplet 1: subordinate-theme group (no transition) 
couplet 2: interior theme, VI, small ternary 
couplet 3: interior theme, IV, small ternary 
Beethoven, Violin Sonata in A Minor, Op. 23, iii: 
couplet 1: transition/subordinate-theme fusion 
couplet 2: interior theme, maggiore, incomplete form 
couplet 3: interior theme, VI, small binary 

SONATA-RONDO 

The majority of rondos in the classical repertoire are writ¬ 
ten in sonata-rondo form. Most of these are by Mozart and 
Beethoven, with only a small number by Haydn. 21 Because 
of their complex organization, sonata-rondos are used al¬ 
most exclusively for fast finale movements, rarely for slow 
movements. 22 As its label suggests, the sonata-rondo com¬ 
bines features of the five-part rondo (with its regular 
alternation of refrains and couplets) and the sonata (with its 
tripartite organization of exposition, development, and re¬ 
capitulation). The resulting structure, summarized in table. 
16.2, is perhaps the most complex of the classical forms. 

The rondo aspects of sonata-rondo form are fairly obvi¬ 
ous. The sonata aspects, however, require additional com¬ 
ment. First, the initial refrain and couplet constitute a 
sonata exposition, except that this exposition is never re¬ 
peated, as it is in regular sonata form; the third refrain and 
couplet constitute a complete recapitulation of the prior 
exposition. Second, when couplet 2 is organized as a devel¬ 
opment rather than an interior theme, the overall form is 
considerably more like a sonata than a rondo. Finally, un¬ 
like a regular sonata, the coda is a required element of 
sonata-rondo, because that section includes the final return 
of the main theme. 


table 16.2 Sonata-rondo form 


Rondo Term, 

Fonnal Function 

Tonal Region 

refrain 1 (A) 

exposition of main theme 

i 

couplet 1 (B) 

exposition of subordinate-theme complex 

V 

refrain 2 (A) 

first return of main theme 

I 

couplet 2 (C) 

development or interior theme 

various or IV, VI, minore 

refrain 3 (A) 

recapitulation of main theme 

i 

couplet 3 (B) 

recapitulation of subordinate-theme complex 

i 

refrain 4 (A) 

coda (including final return of main theme) 

i 



example 16.5 Beethoven, Piano Sonata in D, Op. 10/3, iv, 15-26 
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Refrain 1, Exposition of Main Theme 

Much of what we observed in connection with the main 
theme of the five-part rondo holds for the sonata-rondo as 
well, especially the requirement that the theme close with a 
perfect authentic cadence. Sonata-rondo forms, however, 
generally employ a wider variety of main-theme types, al¬ 
though the small ternary and the sixteen-measure period 
tend to be favored. Frequently, the refrain proper is fol¬ 
lowed by additional themes, all ending in home-key au¬ 
thentic cadences, thus making up a main-theme group. 23 

Couplet 1, Exposition of 
Subordinate-Theme Complex 

In many sonata-rondos, the initial refrain and couplet 1 to¬ 
gether form a regular sonata exposition. The main theme is 
followed by a transition, usually modulating (but sometimes 
nonmodulating), and one or more subordinate themes. 24 
The closing section of the subordinate theme is always fol¬ 
lowed by a retransition leading back to the home key for 
the first return of the rondo refrain. In many cases, this re¬ 
transition is relatively long and anticipates the basic idea of 
the main theme. 

As in the five-part rondo, the establishment and confir¬ 
mation of the subordinate key in a sonata-rondo exposition 
are sometimes significantly weaker than the sharp dramati¬ 
zation that this tonal event usually achieves in a regular 
sonata. Thus the transition is frequently eliminated or else 
fused together with the subordinate theme. In addition, the 
subordinate theme may be relatively short or incomplete in 
various ways. In a number of rondos by Beethoven, the sub¬ 
ordinate theme lacks cadential closure (a strict requirement 
of sonata form) while the music moves without interruption 
into the retransition. 25 

example 16.5: The transition ends at measure 16 with a domi¬ 
nant arrival in the new key of A major. The subordinate theme 
begins in the following measure and consists of a compound basic 
idea supported by the progression Vl-I 6 . The phrase begins to 
be repeated at measure 21, but following the melodic high point 
at measure 23, F of the subordinate key is converted into a V! of 
the home key, which, following the fermata, leads to a return of 
the rondo refrain. This extremely incomplete subordinate theme 
consists essentially of a weak initiating function (weak because 
the prolonged tonic is inverted) followed by a brief retransition. 
Continuation and cadential functions are eliminated from the 
form. 

Refrain 2, First Return of Main Theme 

The return of the refrain after couplet 1 is a conventional 
signal for rondo form, although at first this return can be 
heard to mark the repetition of a sonata exposition. Thus it 
is only when the music begins to depart from the plan laid 


out in the exposition that the listener can confirm an inter¬ 
pretation of rondo form. In the majority of cases, the re¬ 
frain returns intact, but abridged and incomplete versions 
are common also. 26 


Couplet 2, Development 
or Interior Theme 

The second couplet of a sonata-rondo normally takes the 
form of a development section or an interior theme. In ad¬ 
dition, it is possible to identify a deviation that is employed 
exclusively by Mozart and that: I term a double-region couplet 
(because of its being set in both the subdominant and sub¬ 
mediant tonal regions). 

Development. When the second couplet is organized as a 
development, it normally contains a transition-like pre-core 
followed by one or more cores. In place of a core, the com¬ 
poser may substitute a pseudo-core or some other loosely 
organized thematic unit. In some couplets, the pre-core is 
omitted, and the development begins directly with a core 
(or core substitute). The development usually ends with a 
standing on the dominant of the home key in preparation 
for the recapitulation of the rondo refrain. 

The development can follow on refrain 2 in a number of 
ways. If the refrain is complete, the development will begin 
with a unit that functions as a pre-core, one whose organi¬ 
zation resembles a transition. That is, the unit opens in the 
home key and modulates to a new tonal region for the start 
of the core (or substitute thereof). This transition-like pre- 
core is usually based on prior ideas, but also possibly on 
new material. One logical strategy brings back the original 
transition (from the beginning of couplet 1), which eventu¬ 
ally moves to a new tonal region. 27 Another common pro¬ 
cedure is for the refrain (or some part of it) to start over 
again but then lead into new material. In both these tech¬ 
niques, a shift to minor typically signals that the previous 
exposition will not be repeated and that a new couplet is 
under way. 

example 16.6: The rondo’s main theme (see ex. 5.3) reappears in¬ 
tact as refrain 2. The theme begins to be repeated at measure 60, 
although the immediate shift to minor reveals that we are not 
hearing the repeat of a sonata exposition but, rather, the second re¬ 
frain and couplet of a rondo. At measure 66, the music departs 
from the plan of the refrain and modulates to till, the key in which 
a core begins (at m. 77, not shown). The unit in measures 60 -76 
thus functions as a transition-like pre-core. 

If the second rondo refrain is incomplete, die develop¬ 
ment typically begins in one of two ways. First, refrain 2 
consists of an antecedent unit; a presumed consequent be¬ 
gins to sound but then departs from the course laid out by 
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example 16.7 Mozart, Piano Trio in B-flat, K. 502, iii, 86-103 


[Refrain 2] Couplet 2 

[Main Theme] DEVELOPMENT 

[Antecedent] Consequent => Pre-Core 



(=>HC ) 



the antecedent in order to become a transition-like pre- 
core. Second, the refrain fails to achieve any cadential clo¬ 
sure and merges instead with transitional material. 28 Some¬ 
times it is difficult to discern a clear dividing line between 
the end of the refrain and the beginning of the couplet. 

example 16.7: The antecedent unit of the refrain closes at mea¬ 
sure 87 with a reinterpreted half cadence. The consequent fol¬ 
lows the plan of the antecedent until the second half of measure 
93, at which point the music develops sequentially the motive of 
the continuation phrase. The consequent thus becomes a transi¬ 
tion-like pre-core ending at measure 99, albeit without a sense 
of dominant closure. A core begins with the upbeat to the next 
measure. 29 

A number of sonata-rondo developments by Beethoven 
contain near their end a false recapitulation, in which mate¬ 
rial from the rondo refrain reappears first in some other 
tonal region. 30 Indeed, false recapitulations are more com¬ 
mon in rondo movements than in sonata movements. Since 
a rondo places its dramatic emphasis on the return of the 
refrain, an initial appearance in the “wrong” key, corrected 
shortly thereafter in the right key, is a particularly effective 
device. 31 

Interior theme. The second couplet of sonata -rondo 
form is often organized as an interior theme. 32 This theme 
is most likely to reside in the subdominant region but ap¬ 


pears frequently in the submediant or as a minore. The for¬ 
mal organization of the interior theme is the same as that 
described for the five-part rondo, especially the more 
loosely constructed themes that appear in couplet 2 of that 
form. Like most couplets containing interior themes, a re¬ 
transition either follows its closing cadence or emerges out 
of an incomplete theme. In the sonata-rondo, this retransi¬ 
tion can be highly developmental, even to the extent of re¬ 
sembling a core. 33 

Like the five-part rondo, an interior theme in sonata- 
rondo form typically begins immediately after the close of 
refrain 2. Sometimes, however, greater continuity between 
refrain and couplet is created by means of a distinct transi¬ 
tion, analogous to a pre-core, to prepare for the beginning 
of the interior theme proper. 34 

Double-region couplet. In a number of Mozart’s sonata - 
rondos, couplet 2 emphasizes two tonal regions—submedi¬ 
ant and subdominant. The phrase-structural organization 
of the material, however, does not result in two interior 
themes, as might be suggested by the use of these particular 
regions. It is difficult to generalize about the organization 
of such a double-region couplet because Mozart employs a 
wide variety of formal possibilities. Typically, however, each 
of the two regions is associated with a distinct thematic 
unit, only one of which may be an interior theme. In some 
cases, both the units are constructed as simpler main-theme 
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types (sentence, period, or hybrid), which may be more or 
less tight knit and may even be left incomplete. Most often, 
the submediant region precedes the subdominant, but the 
reverse order occurs now and then. The two regions are 
sometimes linked by a transition, which may range from a 
short phrase to a lengthy developmental passage. 35 

example 16.8: Refrain 2 closes at measure 56, after which appears 
material from the transition that opens couplet 1. At measure 61 
the music departs from the path taken by the exposition and con¬ 
tinues on to the dominant of VI. The first thematic unit of this 
double-region couplet (beginning at m. 65) is an eight-measure 
sentence ending with a half cadence at measure 72 in the submedi- 
ant. A brief transitional passage leads to the subdominant region, 
where a second sentential unit, much more loosely constructed 
than the first, begins at measure 76. A promised cadence is evaded 
at measure 88 and then again two measures later. Indeed, the 
theme never achieves cadential closure, since measure 90 initiates a 
retransition leading back to the home-key dominant at measure 
102. 56 

Refrain 3, Recapitulation 
of Main Theme 

The return of the rondo’s main theme following couplet 2 
corresponds to the beginning of the recapitulation in sonata 
form. 37 At this point, the complete structure of the rondo 
refrain is usually brought back, sometimes including the en¬ 
tire main-theme group from the exposition. But like any re¬ 
turn, an abridged or incomplete version may appear instead. 38 

One standard deviation, adopted frequently by Mozart, 
eliminates refrain 3 from the form. Since a full sonata- 
rondo brings four statements of the refrain, omitting one of 
them does not significantly impair the rondo effect. When 
refrain 3 is left out, couplet 3 usually begins directly with 
the subordinate-theme group. In such cases, the end of cou¬ 
plet 2 usually brings material from the transition of couplet 
1 to prepare for the recapitulation of the subordinate theme 
in couplet 3. 39 

Couplet 3, Recapitulation of 
Subordinate-Theme Complex 

Couplet 3 recapitulates the subordinate-theme complex, 
which in most cases simply follows the norms established 
for the recapitulation of a regular sonata. Unlike a sonata, 
however, the subordinate theme (or the final theme of a 
subordinate-theme group) may not receive authentic ca¬ 
dential closure. In cases in which such closure was lacking 
in the exposition, the recapitulation usually follows the 
same course and omits the cadence. But in some cases, a 
subordinate theme that was closed in the exposition is left 
open in the recapitulation and then merges into the begin¬ 
ning of the coda. 40 

One interesting deviation in Beethoven occurs when the 


subordinate-theme complex is not recapitulated in the 
home key but, instead, in some other tonal region, usually 
IV. 41 Such a situation is clearly related to the tendency of a 
sonata recapitulation to emphasize the flat side of the tonal 
spectrum, and it recalls the type of deviation in which the 
subordinate theme first begins in the subdominant but then 
is adjusted into the home key. 42 In the context of the 
sonata-rondo, a subdominant recapitulation also relates to 
the notion that a “pure” rondo couplet would reside in a 
tonal region contrasting with that of the refrain. 

Refrain 4, Coda and 
Final Return of Main Theme 

Following the norms of rondo forms in general, the last 
couplet of a sonata-rondo leads to a final restatement of 
the refrain. In addition, sonata-rondos include a coda that 
appears after the recapitulation of the subordinate-theme 
complex. 43 The relation of the final refrain to the coda is 
somewhat problematic, with most theorists tending to see 
the coda as a separate section following the final refrain. 44 
To be sure, this position is reasonable in those many cases 
in which refrain 4 appears directly after the closing section 
of the recapitulation. But sometimes the recapitulation 
leads into music that is already best understood as belong¬ 
ing to a coda, and the rondo refrain returns only somewhat 
later. 45 It would seem, then, that there is no consistent rela¬ 
tion between the beginning of the coda and the beginning 
of the final refrain. For that reason, it is perhaps best to say 
that the former embraces the latter. In other words, the 
coda of a sonata-rondo can be said to start at the same 
place as it does in a regular sonata, namely, at that point 
where the music of the recapitulation stops corresponding 
to the exposition. In this view, die rondo refrain always ap¬ 
pears somewhere in the coda, often at its very beginning, 
but sometimes only after the coda is under way. 

Like all subsequent appearances of the rondo refrain, the 
final restatement may be complete but may also be abridged 
or remain incomplete. In a number of cases, the basic struc¬ 
ture of the refrain fails to appear at all, and only its initial 
motives are used. 44 This procedure represents a deviation 
from the norm comparable to the elimination of refrain 3 
already discussed. In fact, if Mozart retains refrain 3 in his 
sonata-rondo forms, then he usually eliminates refrain 4, 
although its opening motives may pervade the texture of 
the coda. 47 

Nine-Part Sonata-Rondo 

Just as the five-part rondo can be expanded into a seven- 
part rondo through an additional refrain and couplet, so 
too can the sonata-rondo be expanded into a nine-part 
sonata-rondo in the same way. At least three examples in the 
classical repertoire, all by Mozart, feature this elaborate for- 



example 16.8 Mozart, Piano Sonata in E-flat, K. 333/315C, iii, 55-102 
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mal design. 48 In all three cases, the extra refrain and couplet 
are inserted between couplet 2 and the recapitulation. And 
in each of these nine-part rondos, both couplet 2 and the 
added couplet are organized as interior themes. 

Mozart’s Rondo for Piano in F, K. 494 (which was even¬ 
tually published as the last movement of the Piano Sonata 
in F, K. 533), is a particularly impressive example. Couplet 1 
is a subordinate theme (without a transition); couplet 2 con¬ 
tains a double-region couplet (VI followed by IV); and the 


added couplet before the recapitulation is a minore. Thus all 
three of the standard tonal regions used for interior themes 
are explored in this nine-part sonata-rondo. The last cou¬ 
plet recapitulates the subordinate theme, and, as a coup de 
grace, Mozart interpolates an elaborate, written-out ca¬ 
denza before the close of that couplet. 49 With the exception 
of a true development, this movement features all the stan¬ 
dard options for couplets in the classical rondo. 
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Concerto Form 


Throughout the eighteenth century, the concerto stood 
alongside opera (and, later in the century, the symphony) as 
one of the principal “public” genres of musical composi¬ 
tion. Whereas the high baroque cultivated various kinds of 
concertos, including the concerto grosso, ripieno concerto, 
double concerto, and solo concerto, the high classical pe¬ 
riod saw the solo concerto—for single instrument and or¬ 
chestra—emerge as the preeminent concerto type. A defin¬ 
ing feature of this classical concerto is its employment of a 
formal scheme derived from the baroque “ritornello form” 
and strongly infused with elements of the sonata. This con¬ 
certo form is used in the first movement of all classical con¬ 
certos. 1 The form is sometimes found in slow movements, 
but rarely in finales. 2 

Unlike the private instrumental genres (such as the solo 
sonata and the quartet) and the public symphony, whose 
participating forces are roughly equal, the classical concerto 
pits a single instrumentalist against a full orchestra. Because 
of this inherent inequality, ways must be found to make cer¬ 
tain that the soloist can compete effectively against the 
larger forces of the orchestra while not allowing the latter 
to be so subordinate that it becomes a mere accompani¬ 
ment. Throughout the eighteenth century, various compo¬ 
sitional devices were developed for realizing these aesthetic 
goals. Some of the techniques used to highlight the solo in¬ 
clude the following: assigning it musical ideas not previ¬ 
ously sounded by the orchestra, permitting the solo part to 
have the principal modulatory action in the movement, and 
throwing special light on the solo by means of an unaccom¬ 
panied cadenza interpolated into the form. To ensure that 
the orchestra is not reduced to an exclusively accompani- 
mental role, the orchestra alone provides a textural “frame” 
for the opening and closing of the movement. In addition, 
the orchestra is permitted to appear by itself at least one 
other time in order to assert its own identity in relation to 
the solo part. 5 

Early in the eighteenth century, these compositional de¬ 
vices were embraced in ritornello form , in which passages 
performed by the full orchestra, each termed a “ritornello” 
(little return), alternate with passages played by the solo in¬ 
strument. A relatively long “opening ritornello” brings the 


primary melodic-motivic content of the movement, and 
subsequent ritornellos typically transpose parts of this 
opening into related tonal regions. A “closing ritornello” 
brings back the content and structure of the opening ritor¬ 
nello to create a frame for the movement as a whole. 

Later in the century, ritornello form was transformed 
into concerto form through the incorporation of classical 
formal functions, especially those associated with the 
sonata. Indeed, concerto form has often been seen as deriv¬ 
ative of the latter and has thus been described as containing 
three parts—exposition, development, recapitulation—in 
which the first part is preceded by an orchestral introduc¬ 
tion (not to be confused with a slow introduction). The or¬ 
chestral introduction itself resembles the exposition of a 
sonata in that it contains a distinct main theme, transition, 
and subordinate-theme group. Unlike a sonata exposition, 
however, the introduction largely resides in die home key. 
When the orchestral introduction is followed by a genuine 
exposition, a kind of “double exposition” is created, one 
that corresponds to the repeated exposition of sonata form. 

This view of the concerto cum sonata has its attractions 
but is misleading in a number of respects. In particular, it 
ignores the historical development of the classical concerto 
out of sources distinct from those of the sonata. Moreover, 
it fails to take into account a number of compositional pro¬ 
cedures that clearly are vestiges of the older ritornello 
form. 4 Thus an alternative view of concerto form sees it as 
composed of six principal sections: (i) an opening ritornello 
for orchestra alone, (2) a solo section (with orchestral ac¬ 
companiment) that functions like a sonata exposition by 
modulating from the home to the subordinate key, (3) a 
subordinate-key ritornello for orchestra that reinforces the 
modulation, (4) a solo section functioning as a sonata devel¬ 
opment, (5) a solo section functioning as a sonata recapitu¬ 
lation, and (6) a closing ritornello for orchestra (usually in¬ 
terrupted by a solo cadenza) that completes the structural 
frame. 5 From this perspective, concerto is viewed as an in¬ 
dependent form, one that is a variant of neither the baroque 
ritornello form nor the classical sonata form but one that 
incorporates form-functional elements associated with 
both. 
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example 17.i Mozart, Piano Concerto in E-flat, K, 482, i, 50-76 


OPENING RITORNELLO 

[Transition] Subordinate Theme 1 


presentation continuation => cadent ial 



Subordinate Theme 2 

presentation (ext.) continuation => cadential 



elided 


("one more time"} closing section 



OPENING RITORNELLO 

The opening ritomello , played by the orchestra alone, 6 initi¬ 
ates the textural frame for the concerto and brings much, 
but rarely all, the fundamental melodic-motivic material of 
the movement. For the orchestra to assume an independent 
identity in relation to the solo and at the same time to build 
up expectations for the solo’s entrance, the opening ritor- 
nello is often relatively long and filled with a variety of mu¬ 
sical ideas. In fact, the ritornello distributes these ideas as 
discrete thematic units in a way that strongly suggests the 
interthematic functions of a sonata exposition. 

The opening ritornello begins with a tight-knit main 
theme closing with a perfect authentic cadence. 7 The six¬ 
teen-measure sentence is particularly favored for a concerto 
main theme (see chap. 5, n. 26), but other conventional 
types (and the occasional nonconventional theme) are 
found there as well. The main theme is followed by a more 
loosely organized thematic region ending with a home-key 
half cadence, in other words, a unit that resembles a non¬ 
modulating transition. Unlike sonata expositions, in which 
the transition can begin like the main theme, the transition 
of a concerto ritornello almost always begins with new ma¬ 
terial. 8 The next thematic unit continues to reside in the 
home key but, because of its placement following a transi¬ 
tion, gives the impression of being a subordinate theme. In¬ 
deed, this theme effects a modest degree of formal loosen¬ 


ing in relation to the main theme. Additional subordinate 
themes may follow, and the ritomello eventually ends with 
a closing section made up of codettas. 

If the opening ritomello strongly resembles a sonata- 
form exposition, it lacks one of its principal characteris¬ 
tics—a genuine tonal conflict between home and subordi¬ 
nate keys. In most cases, the ritomello remains entirely in 
the home key. In this way, the solo part can be given the op¬ 
portunity to produce one of the major tonal events of the 
work, namely, the establishment of the subordinate key. If 
the orchestra alone does not depart from the home key, 
then strong expectations are generated for the solo to ac¬ 
complish this task. Occasionally the unit following the ri- 
tornello’s transition begins in the subordinate key but then 
returns, usually rather quickly, to the home key without ca- 
dencing in the new key. 6 Only seldom does a modulating 
transition lead to a theme that confirms the subordinate 
key. 10 

The opening ritornello differs from a regular sonata ex¬ 
position not only in tonality but also in phrase structure. 
More specifically, the “subordinate theme” (or themes) is 
generally more tight knit than would ordinarily be expected 
in a sonata exposition of a comparable orchestral move¬ 
ment, such as a symphony or overture. Formal loosening is 
kept to a minimum for a number of reasons. First, the 
home key, in which the subordinate theme resides, does not 
require any particular emphasis, especially of the cadential 
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kind typically used to consolidate a subordinate key. Sec¬ 
ond, long extensions of continuation function usually call 
for sequential treatment, whose developmental potential 
might undermine the solo part as the bearer of prominent 
harmonic activity in the movement. Third, major cadential 
expansions normally bring in material of a virtuosic charac¬ 
ter, best reserved for the solo part. 

example 17.1: The transition of this opening ritornello ends on 
dominant of the home key, after which a new thematic unit, the 
first of two subordinate themes, begins at measure 51. A simple 
presentation leads to a continuation =>cadential phrase to close this 
tight-knit theme. A second subordinate theme (mm. 58-72) is 
more extensive, due to the evaded cadences in measures 68 and 70. 
Yet even this theme, together with the first, would unlikely be 
found as the complete subordinate-theme group in a symphonic 
sonata-form exposition, especially with the lack of any substantial 
cadential expansion. 

Up to this point, we have considered the opening ritor¬ 
nello largely in terms of its allowing the orchestra to ex¬ 
press its own material while building strong expectations 
for the entrance of the solo. An additional role is the ritor- 
nello’s forging of an initial association between the various 
musical ideas and their form-functional expression. Since 
the subsequent sections of the concerto rarely bring back 
the content of the opening ritornello in the same order, it is 
always of analytical interest to observe how ritornello ideas 
are linked to varying formal units throughout the rest of the 
movement. For example, the main-theme material of the ri¬ 
tornello frequently functions in the solo exposition to begin 
the transition. Likewise, an idea first presented as a subordi¬ 
nate theme may return only in the development. To be 
sure, the creation of multiple associations of a given idea 
with differing formal contexts is a compositional technique 
found throughout all classical forms. But it is especially 
prominent in concerto form, in which each of the five sub¬ 
sequent sections has the possibility of granting a new formal 
interpretation to material originally presented in the open¬ 
ing ritornello. 


SOLO EXPOSITION 

The entrance of the solo initiates the second major section 
of concerto form. This section functions in essentially the 
same way as a sonata exposition does and contains the stan¬ 
dard interthematic functions of main theme, transition, and 
subordinate-theme group (a single subordinate theme is 
uncommon). 11 Unlike a sonata exposition, however, the 
solo exposition does not conclude with a closing section but 
ends instead with the final perfect authentic cadence of the 
subordinate-theme group. An orchestral ritornello then fol¬ 
lows as the formal analogue of a closing section. 


The solo exposition rarely represents a repetition of the 
opening ritornello, as the “double-exposition” model of con ¬ 
certo form suggests. Rather, this section almost always con¬ 
tains new material for the solo part to present on its own. 12 
Yet the solo exposition brings back a considerable amount of 
music presented earlier, thus allowing the composer to vary 
the ideas or the formal context in which they are situated. 
Consequently, the solo exposition can already represent a 
“development” of material previously heard. Indeed, a solo 
exposition often contains greater sequential activity than that 
ordinarily found in a regular sonata exposition. 13 

After the relatively long buildup created by the opening 
ritornello, the entrance of the soloist is a dramatic event. 
Most often, the musical motion comes to a complete stop at 
the end of the opening ritornello, thus setting off the solo 
entrance by a moment of silence. But in some concertos, 
the solo appears to be overanxious and enters while the or ¬ 
chestra is still in the process of closing the ritornello. 14 

Main Theme 

The first unit of the solo exposition usually functions as a 
main theme. Frequently, this solo main theme brings back 
material of the ritornello main theme in the same formal 
plan. 15 Sometimes, though, the phrase structure is altered, 
usually by means of loosening devices (such as a cadential 
extension) or the addition of new material. 16 The ritornello 
main theme may also be subjected to any number of varia ¬ 
tion procedures, which, by imbuing it with greater virtuosic 
character, allows the solo to appropriate the theme for itself. 

On occasion, the solo exposition begins with an entirely 
new theme. This alternative main theme tends to appear 
when the ritornello main theme is highly orchestral in char¬ 
acter and not likely to be rendered idiomatically by the 
soloist. For example, the use of loud, fanfare-like figures for 
the full orchestra usually are not effective on the piano. 17 In 
addition, orchestral beginnings that feature a polyphonic 
texture highlighting different sonorities are not likely to 
create a similar impression by the homogeneous sound of 
the solo instrument. 18 

example 17.2: The intensely brooding orchestral opening is 
shown in measures 1-4. (The same texture continues for another 
eleven measures, creating a large crescendo.) An alternative main 
theme, introduced at the beginning of the solo exposition (m. 77), 
is considerably more pianistic and lyrical in character. Indeed, 
Mozart never attempts to imitate the texture of the orchestral 
opening in die piano part at any later point in the movement. 

Transition 

The choice of material to begin the solo transition seems to 
be guided, in most cases, by two general principles: (1) the 
solo section should not reproduce the same succession of 



example 17.2 Mozart, Piano Concerto in D Minor, K. 466, i, 1-4, 77-85 
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ideas found in the ritornello from the main theme to the 
transition, and (2) the use of an alternative main theme 
prompts the immediate reappearance of material from the 
ritornello main theme. A variety of scenarios can be ex¬ 
plained by one or both of these principles: 

1. If the solo main theme is based on the ritornello main 
theme, the solo transition will begin with new mater¬ 
ial. This scheme, following principle 1, appears in ap¬ 
proximately one-half of Mozart’s mature concertos. 

2. If an alternative main theme is used in the solo sec¬ 
tion, an immediately following transition will be 
based on the ritornello main theme, as proposed in 
principle 2. 19 

3. If, following an alternative main theme, the ritornello 
main theme is used as a “second” theme making up a 
main-theme group (according to principle 2), the solo 
transition will be based on new material (according to 
principle i). 20 

4. If the solo exposition brings an alternative main 
theme, the solo transition can be based on the ritor¬ 
nello transition, since the succession of ideas in the 
solo exposition will be different from that in the 
opening ritornello (principle i). 21 

Although most concerto-form movements follow these 
principles, a significant few bring a solo main theme and 
transition that largely restate those of the opening ritor¬ 
nello (with the possibility of structural changes and orna¬ 
mental variations). 22 

Subordinate-Theme Group 

As in a regular sonata exposition, the subordinate-theme 
group of the solo exposition is responsible for expressing 
and confirming the subordinate key. The group contains at 
least two themes (each ending with a perfect authentic ca¬ 
dence), but a group of three is extremely common. 23 One or 
more of the themes is generally based on ideas from the 
opening ritornello, but new material is almost always 
added. In fact, the entire subordinate-theme group can be 
unrelated to the ritornello. 24 

When the solo subordinate theme draws on material 
from the opening ritornello, that material typically comes 
from the ritornello’s subordinate-theme group. But it may 
also derive from the ritornello main theme or, especially, 
the transition. After all, the latter is often replaced by a new 
solo transition, and thus ideas from the ritornello transition 
are free to reappear in the context of the solo subordinate- 
theme group. 

Because each concerto finds its own logical and appro¬ 
priate way of distributing its material, it is difficult to for¬ 
mulate principles for how various ideas will appear in the 
subordinate-theme group. One general tendency, however, 


is that in the majority of concertos, the first subordinate 
theme is entirely new, most likely in order to aid the solo 
part in projecting its own melodic-motivic profile. 25 In 
those cases, the first ritornello subordinate theme usually 
reappears in the solo exposition, as either the second subor¬ 
dinate theme or the second part of a two-part subordinate 
theme. This latter option is particularly effective, since both 
the new material and the earlier ritornello theme can be 
preceded by a standing on die dominant—the one ending 
the solo transition and the one following the internal half 
cadence. 

example 8.17 (see p. 118): Part 1 of the first subordinate theme 
(mm. 74-80) consists of ideas not previously heard. Part 2, begin¬ 
ning at measure 81, brings back material from the subordinate 
theme of die opening ritornello. Thus the solo part has the oppor¬ 
tunity not only to sound its own subordinate theme but also to 
bring into the new key the subordinate theme originally sounded 
by the orchestra in the home key. 26 

As already discussed, the subordinate-theme group of 
the opening ritornello fails to confirm the subordinate key 
and also tends to remain relatively tight knit. The solo sub¬ 
ordinate-theme group, on the contrary, is largely responsi¬ 
ble for substantially loosening the form. Most often, one of 
the themes prominently extends continuation function by 
means of harmonic sequence, and the cadential areas, espe¬ 
cially in the final theme, are greatly expanded. In fact, enor¬ 
mous expanded cadential progressions are a hallmark of the 
concerto and an element of its style that permeated other 
genres of the period. 27 The rhythmic and dynamic climax 
of the exposition is normally reached during the expansion 
of the final cadential dominant, in which the shortest dura¬ 
tional values culminate in the “cadential trill,” the conven¬ 
tional sign for the close of the solo exposition. 28 In addition 
to their normal roles in loosening the structure, the use of 
extended sequences and expanded cadential progressions 
opens up considerable structural space for the soloist to dis¬ 
play his or her virtuosic abilities. These places in the form 
are usually filled with figurational passage-work that ex¬ 
plores the extreme ranges of the instrument and shows off 
the performer’s technique. 

The final subordinate theme is often written in a “bra¬ 
vura” style featuring continuous sixteenth notes. Typically, 
this bravura theme is first presented in a relatively com¬ 
pressed form. The effect of cutting short such hustle and 
bustle raises expectations that more of the theme will have 
to appear. And indeed, the theme is then repeated and sig¬ 
nificantly expanded in accord with the nature of its material. 

example 17.3: The second subordinate theme begins at measure 
171 with sixteenth-note arpeggiations (which continue the six¬ 
teenth-note runs found at the end of the previous subordinate 
theme). This bravura theme takes the form of a simple eight- 
measure sentence, which, in light of the energy accumulated by 
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example 17.4 Haydn, Trumpet Concerto in E-flat, Hob. VIIe:i, i, 81-94 


[SOLO EXPOSITION] 

[Subordinate Theme] 


SUBORDINATE-KEY RITORNELLO 



(V) 


[PAC] 

elided 



the rhythmic motion, seems all too short. Therefore the theme is 
repeated (m. 178) and expanded by means of model-sequence 
technique and a cadential progression, whose dominant is stretched 
to ten measures (not shown in the example). 29 


SUBORDINATE-KEY 

RITORNELLO 

In a sonata-form exposition, the final perfect authentic ca¬ 
dence is followed by a closing section, in which a recessive 
dynamic frequently helps dissipate the energy accumulated 
in reaching the cadential goal. At the corresponding place 
in concerto form, the final cadence is invariably followed by 
a section for orchestra alone, with the solo remaining silent 
until the beginning of the development. This orchestral 
passage is clearly the formal analogue of a closing section, 
but in the majority of cases it is not organized as a series of 
codettas. Moreover, the dynamic intensity reached by the 
solo’s climax is seldom, if ever, lessened during this section. 
Thus even though this passage is located where a closing 
section might be expected, it displays few characteristics of 
that formal function. 

In a baroque concerto, a similarly placed orchestral pas¬ 
sage serves as an internal ritornello, which would reside in a 
new key and bring back many of the ideas of the opening ri¬ 
tornello, especially those from the beginning of the work. 
Invoking the notion of an orchestral ritornello following 
the solo exposition seems to be appropriate for the classical 
concerto as well. This subordinate-key ritornello, as it can be 
termed, always begins in the new key and consists of mater¬ 
ial taken from the opening ritornello, although unlike the 
baroque concerto, the ideas are rarely drawn from the main 
theme. 30 

The subordinate-key ritornello fulfills a variety of func¬ 


tions. First, it gives the orchestra another opportunity for 
sounding its “own” music, now in the context of the subor¬ 
dinate key. As a result, the orchestra is allowed to partici¬ 
pate in the tonal conflict lying at the heart of the form, if 
not as an equal partner, then at least as more than a mere 
accompaniment. Second, the subordinate-key ritornello 
frequently brings back ideas from the opening ritornello 
that were eliminated from the solo exposition. For example, 
the “second subordinate theme” (including the closing sec¬ 
tion) from the opening ritornello of example 17.1, measures 
58 -76, is eliminated from the solo exposition (and replaced 
by the bravura theme shown in example 17.3). This mater¬ 
ial then reappears to make up the entire subordinate-key ri¬ 
tornello, transposed, of course, into the new key. 

A third function of this ritornello is to sustain, and often 
to intensify, the dynamic level attained by the solo. After all, 
a climax created by a single instrument, no matter how 
forceful, can always be superseded by the full orchestral 
mass. 31 Finally, the subordinate-key ritornello offers the 
solo a chance to rest following the virtuosic workout of the 
exposition and to reappear as a fresh sonority at the begin¬ 
ning of the development section. 

To fulfill its dynamic function of sustaining, if not sur¬ 
passing, the solo’s climax, the subordinate-key ritornello 
usually contains forte material of powerful rhythmic vitality 
and forward drive; soft, lyrical, and tentative gestures are 
not found in this ritornello, at least not at its beginning. 32 A 
favorite passage to reappear at the start of the subordinate- 
key ritornello is the one beginning the transition in the 
opening ritornello, which typically projects a vigorous, bril¬ 
liant style. As already pointed out, this material is often 
eliminated in the solo exposition for a variety of reasons. 33 

The subordinate-key ritornello is usually structured as a 
complete thematic unit ending with a perfect authentic ca¬ 
dence in the subordinate key. Its form is often nonconven- 
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tional, yet it stays rather tight knit and compressed in rela¬ 
tion to the final subordinate theme of the solo exposition. A 
brief closing section may follow the final cadence of the ri- 
tornello. In some cases, this closing section veers off and 
modulates to a new tonal region for the beginning of the 
development. 34 At other times, the ritornello itself fails to 
close cadentially before heading off to the development. 

example 17.4: The subordinate-key ritornello elides with the end 
of the cadential trill closing the solo exposition (m. 83). The con¬ 
tent of this ritornello is taken from the subordinate theme of the 
opening ritornello, material that is deleted in the solo exposition in 
order to give the trumpet part its own subordinate theme (based 
on the main theme, as is typical with Haydn). Following the de¬ 
scending-stepwise sequence in measures 85-86, the arrival on I 6 in 
measure 87 might very well signal the beginning of a cadential 
progression to close the ritornello in the subordinate key. The ca¬ 
dence does not materialize, however, because the sequence is con¬ 
tinued further in order to modulate to the development key of C 
minor (HK: VI). Consequently, the subordinate-key ritornello 
does not receive cadential closure. 35 


SOLO DEVELOPMENT 

The formal organization of a concerto development is, for all 
intents and purposes, the same as that of sonata form. Only 
two stylistic and textural features typical of the concerto need 
be mentioned here. First, since die solo development of con¬ 
certo form corresponds to the “second solo” of ritornello 
form, this section usually begins with a reappearance of the 
solo part, which was silent during the subordinate-key ritor¬ 
nello. Second, the development of a concerto tends to be less 
a working-out of prominent motivic material from the expo¬ 
sition than a rhapsodic improvisation, often employing con¬ 
ventional passage-work (scales, arpeggiations, and the like). 36 
Indeed, the motivische Arbeit typical of a symphony by Haydn 
or Beethoven would likely employ polyphonic instrumental 
textures that might direct attention more to the orchestra 
than to the solo. Conversely, the use of figurational patterns 
fosters a greater display of virtuosity from the soloist while 
the orchestra remains largely in die background. 

SOLO RECAPITULATION 

The recapitulation of concerto form fulfills some of the 
same basic functions as that of a sonata recapitulation, 
namely, to project a large-scale return and to resolve the 
dramatic conflict of tonalities created by the exposition 
(and prolonged by the development). Thus, from the per¬ 
spective of sonata form, one would expect that the organi¬ 
zation of a concerto recapitulation would be modeled 
largely on that of the solo exposition, except, of course, for 
the necessary adjustments of tonality (as well as eliminating 


redundancies, adding a secondary development, etc.). And 
to be sure, a number of concerto movements follow this 
course. 37 

But to the extent that a concerto brings two different 
“expositions”—here, the double-exposition model of con¬ 
certo form comes more into its own—the recapitulation 
has an additional function: elements of both the opening ri¬ 
tornello and the solo exposition must somehow be “recapit¬ 
ulated” in a single section of the movement. Sometimes this 
makes the solo recapitulation, especially at its start, resem¬ 
ble more the opening ritornello than the solo exposition. 38 
More often, however, the recapitulation is organized differ¬ 
ently from either of the earlier “expositions.” In particular, 
the recapitulation is likely to reintroduce ideas from the 
opening ritornello that were not used in the solo exposition 
and that find no place in the subsequent subordinate-key ri¬ 
tornello or development section. As a result, the formal 
placement of various passages as defined by each of the ex¬ 
positions is significantly altered. 

Main Theme 

In most cases, the recapitulation begins with main-theme 
material from the opening ritornello, since the sense of 
large-scale return is most effectively projected when music 
from the very beginning of the movement is reintroduced. 39 
As in a sonata recapitulation, t he form of the theme may be 
altered and even left unclosed, in which case the main- 
theme and transition functions may fuse (see ex. 11.8). 

If the solo exposition has introduced an alternative main 
theme, this new theme will seldom be used to begin the re¬ 
capitulation. 40 More often, the theme is used elsewhere in 
the movement, such as at the start of the development sec¬ 
tion (thus making it easier for the composer to dispense 
with it at the beginning of the recapitulation) 41 or following 
the original main theme in the recapitulation to make a 
theme group. 42 In some cases, the alternative main theme 
never appears again. 43 

Transition 

Since the transition of the solo exposition often differs from 
that of the opening ritornello, usually one or the other is 
chosen for the recapitulation, although in at least one case 
both are used. 44 Sometimes a completely new transition is 
written instead. 45 

Subordinate-Theme Group 

The subordinate-theme group usually offers several oppor¬ 
tunities for alterin g the structure of the recapitulation in re¬ 
lation to the earlier expositions. In most concertos, the solo 
exposition introduces one, if not two, new subordinate 
themes and thus does not use one or more of those from 
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example 17.5 Mozart, Piano Concerto in E-flat, K. 482, i, 128-31, 152-54, 312-15, 328-30 


SOLO EXPOSITION 


Subordinate Theme 1 (part 1 ) 


Subordinate Theme 1 (part 2 ) 
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example 17,6 Mozart, Piano Concerto in E-flat, K. 482, i, 357-67 



the opening ritornello. Consequently, the recapitulation 
frequently incorporates into its subordinate-theme group 
some material from the opening ritornello that is not found 
in the solo exposition. 

The first subordinate theme from the opening ritor¬ 
nello is, for a number of reasons, especially likely to be 
brought back for the first time in the recapitulation. This 
theme is often eliminated from the solo exposition so as to 
allow the solo to have its own, new subordinate theme. 
Moreover, the ritornello’s first subordinate theme tends to 
be soft and lyrical in character and thus is generally not ap¬ 
propriate for use in the subordinate-key ritornello. Conse¬ 
quently, this theme cries out to reappear and be performed 
by the solo at some point in the recapitulation. And so it 
may come back in the recapitulation (x) in its original posi¬ 
tion at the beginning of the subordinate-theme group, 46 (2) 
immediately after the opening of the first solo subordinate 
theme, 47 or (3) at the start of a second subordinate theme. 48 
It does not normally return later than this, because a lyrical 
theme is unlikely to help build the climax needed for the 
end of the recapitulation. 


example 17.5: The first subordinate theme in the opening ritor¬ 
nello (see ex. xy.i) begins at measure 51 with a quiet and peaceful 
melody. This theme is then eliminated in the solo exposition, 
whose subordinate-theme group begins at measure 128 with a 
bold, dramatic shift to the minor mode. Following an internal half 
cadence and standing on the dominant, a new lyrical melody for 
the solo initiates the second part of this theme (m. 153). 

In the recapitulation, the ritornello’s first subordinate theme re¬ 
turns to begin the subordinate-theme group and is played at first 
by the solo piano (m. 312). The lyrical theme from the solo exposi¬ 
tion (m. 153) then returns at measure 328 to initiate a second sub¬ 
ordinate theme. 


CLOSING RITORNELLO 

The end of t:he solo recapitulation is normally marked by a 
“cadential trill” in the solo part and a subsequent perfect 
authentic cadence. The closing ritornello, performed by the 
orchestra alone (except for the interrupting cadenza) elides 
with this cadence to complete the textural frame initiated 
by the opening ritornello. 
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Like the subordinate-key ritornello, the closing ritornello 
is the formal analogue of a closing section in a sonata reca¬ 
pitulation. In addition, the closing ritornello fulfills some of 
the same functions as that of the earlier subordinate-key ri¬ 
tornello: it gives the orchestra a final opportunity for sound¬ 
ing its own music, now, of course, fully rooted in the home 
key; it sustains or intensifies the dynamic climax attained by 
the solo at die end of the recapitulation; and it provides one 
last chance to bring back ideas from the opening ritornello 
that found no place in the other sections of the movement. 

In most of Mozart’s concertos, and all of Beethoven’s, 
the closing ritornello brings a cadenza for the solo. 49 (Haydn 
follows the mid-eighteenth-century convention of having 
the cadenza mark the end of the recapitulation, after which 
comes the closing ritornello.) Thus the closing ritornello 
divides itself into a first part before the cadenza and a second 
part after the cadenza. 50 The first part closes with a caden- 
tial progression leading to a six-four embellishment of the 
dominant. The cadenza brings a large-scale prolongation of 
this dominant and eventually completes the cadential pro¬ 
gression. 51 The second part always ends with a closing sec¬ 
tion, usually the same one as that of the opening ritornello. 

example 17.6: The closing ritornello beginning at measure 357 
is drawn directly from the second subordinate theme of the 
opening ritornello (see ex. 17.1, mm. 58-76), just like the earlier 


subordinate-key ritornello. Here, however, the opening presenta¬ 
tion (mm. 357-62) is followed by a new continuation leading to 
the cadential six-four. Following the cadenza, the rest of the 
opening ritornello’s subordinate theme returns. The movement 
concludes with the same closing section used to end the earlier 
ritornellos. 

Inasmuch as the closing ritornello follows the end of the 
recapitulation, we might think that it functions as the coda 
of the movement. For a number of reasons, however, this 
ritornello should not be confused with a genuine coda. 
First, the ritornello generally brings back material in much 
the same way that it appeared earlier in the work, whereas a 
coda almost always sets earlier ideas in a fresh formal con¬ 
text. Moreover, a closing ritornello does not normally fea¬ 
ture loosening devices typical of a coda, such as sequential 
extensions and cadential expansions. And whereas most 
codas refer to main-theme ideas for purposes of formal cir¬ 
cularity, a closing ritornello rarely contains material from 
the main theme, preferring instead to create its sense of for¬ 
mal frame through matching closing sections, in the sense 
of a rhyme. Finally, the notion that a closing ritornello is 
not a coda is confirmed when we encounter a genuine coda 
at the end of the first movement of Beethoven’s Emperor 
Concerto and thus observe how unlike it is from a regular 
closing ritornello. 
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GLOSSARY OF TERMS 


abandoned cadence The failure to realize an implied authentic 
cadence by eliminating the cadential dominant in root posi¬ 
tion or by inverting that harmony before its resolution, 
abridged refrain In rondo form, a restatement of the refrain 
that consists of the A or A 1 section of an original small ternary 
(compare incomplete refrain). 

accompanimental overlap The simultaneous appearance of the 
cadential arrival of one thematic unit with a change in the ac¬ 
companimental pattern of the next unit, whose structural be¬ 
ginning, as defined by its initial downbeat, occurs in the fol¬ 
lowing measure (compare elision), 
adjustment In a recapitulation, altering material that originally 
appeared in a subordinate key in such a way as to remain en¬ 
tirely in the home key. 

alternative main theme In concerto form, a new main theme 
appearing at the start of the solo exposition, 
antecedent An initiating intrathematic function consisting of a 
unit that closes with a weak cadence, thus implying a repeti¬ 
tion (a consequent) to bring stronger cadential closure, 
antecedent phrase The first phrase of an eight-measure period, 
containing a basic idea followed by a contrasting idea, which 
leads to a weak cadence. 

authentic cadence A cadential arrival articulated by the final 
tonic of an authentic cadential progression, 
authentic cadential progression A cadential progression whose 
complete form brings, in order, the harmonic functions of 
tonic (usually in first inversion), pre-dominant, dominant (in 
root position), and tonic (in root position), 
basic idea An initiating function consisting of a two-measure 
idea that usually contains several melodic or rhythmic mo¬ 
tives constituting the primary material of a theme, 
binary minuet A large-scale bipartite form modeled largely on 
the small binary theme-type. 

bravura theme In concerto form, a solo subordinate theme fea¬ 
turing continuous rhythmic activity in sixteenth notes, 
cadential A concluding intrathematic function that produces the 
requisite conditions for thematic closure. It is supported ex¬ 
clusively by one or more cadential progressions, 
cadential arrival A moment in time marking the structural end 
of a theme or themelike unit. 

cadential idea A concluding function consisting of a two-mea¬ 
sure (or shorter) unit, supported exclusively by a cadential 
progression, that effects (or implies) a cadence, 
cadential phrase A phrase supported exclusively by an expanded 


cadential progression. It does not usually exhibit continua- 
tional characteristics. 

cadential progression A progression that confirms a tonality by 
bringing its fundamental harmonic functions, 
characteristic material Melodic and rhythmic configurations used 
to define a theme as unique (compare conventional material), 
closing ritomello The final section of concerto form. It fulfills a 
similar function as the subordinate-key ritornello, except that 
it resides entirely in the home key and is usually interrupted 
by a solo cadenza. 

closing section A postcadential intrathematic function following 
a perfect authentic cadence. It consists of a group of codettas, 
often featuring fragmentation and a recessive dynamic, 
coda A large-scale framing function that follows on a recapitula¬ 
tion. It contains one or more coda themes to reinforce further 
the home key and to serve various compensatory functions, 
coda theme In a coda, a theme that closes with a home-key per¬ 
fect authentic cadence. It usually features loosening devices 
typical of a subordinate theme. 

codetta A postcadential function following a perfect authentic ca¬ 
dence and ranging in length from a single chord to a four- 
measure phrase. It is supported by a tonic prolongational (oc¬ 
casionally a cadential) progression (compare closing section), 
compensatory function In a coda, the function acquired by a 
compositional procedure or event that compensates for proce¬ 
dures or events not occurring in earlier sections. It may serve 
to recall main theme ideas, restore material deleted from the 
recapitulation, reference material from the development, shape 
a new dynamic curve, or realize unrealized implications, 
complete cadential progression A cadential progression that 
contains all the constituent harmonic functions (compare in¬ 
complete cadential progression), 
complete pre-core A pre-core that contains a full complement 
of initiating, medial, and concluding intrathematic functions 
(compare incomplete pre-core), 
compound basic idea An initiating intrathematic function. It is 
a four-measure phrase consisting of a basic idea followed by a 
contrasting idea, which does not lead to cadential closure. It 
usually is supported by a tonic prolongational progression, 
compound theme A more complex version of the simple eight- 
measure period or sentence (rarely, a hybrid). It is norma- 
tively sixteen measures in length. 

compression An internal shortening of the constituent members 
of a formal function. 
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concerto A full-movement form containing six sections: opening 
ritornello, solo exposition, subordinate-key ritornello, solo 
development, solo recapitulation, and closing- ritornello. 
concluding function Any number of functions at various hierar¬ 
chical levels that express the temporal quality of “ending” 
(compare initiating function; medial function), 
consequent A concluding intrathematic function that repeats a 
prior antecedent but ends with stronger cadential closure, 
consequent phrase The second phrase of the eight-measure pe¬ 
riod. It restates the basic idea from the antecedent, followed 
by a contrasting (or cadential) idea, leading to strong caden¬ 
tial closure (usually a perfect authentic cadence), 
continuation A medial intrathematic function that destabilizes 
the prevailing formal context by means of fragmentation, har¬ 
monic acceleration, faster surface rhythm, and harmonic 
sequence. 

continuation phrase The second phrase of the sentence. It fuses 
continuation and cadential functions, 
continuation =>cadential phrase A phrase supported exclusively 
by an expanded cadential progression. It fuses continuation 
and cadential functions. 

contrasting idea A concluding function consisting of a two - 
measure unit that follows and contrasts with (i.e., is not a rep¬ 
etition of) a basic idea. 

contrasting middle (B section) A medial intrathematic func¬ 
tion that loosens the prevailing formal organization, empha¬ 
sizes the home-key dominant, and closes with a half cadence 
(or dominant arrival). The second unit of the small ternary' 
form. 

conventional material Melodic and rhythmic configurations 
widely used in the style and thus potentially interchangeable 
from piece to piece (compare characteristic material), 
core A themelike unit of a development consisting of a relatively 
large model (4-8 mm.), one or more sequential repetitions, 
fragmentation, a concluding half cadence (or dominant ar¬ 
rival), and a postcadential standing on the dominant, 
core substitute A themelike unit standing in place of a regular 
core in a development. It may be a pseudo-core or be orga¬ 
nized like a transition or (modulating) subordinate theme, 
couplet In rondo form, a large-scale section situated between, 
and contrasting with, statements of the refrain, 
da capo The third part of the minuet/trio form, bringing a re¬ 
turn of the minuet proper. 

deceptive cadence The failure to realize an implied authentic 
cadence by replacing the final tonic with another harmony 
(usually VI, but possibly I 6 ), which nonedreless represents the 
end of the prevailing cadential progression, 
deceptive cadential progression A variant of the authentic ca¬ 
dential progression in which the final tonic is replaced by a 
related harmony (usually VI). 

development A large-scale medial function standing between an 
exposition and a recapitulation. It creates the loosest formal 
expression in the movement, and it may contain a pre-core, 
one or more cores (or core substitutes), and a retransition, 
development key A tonal region (beside the home or subordi¬ 
nate keys) that is confirmed, usually in a development section, 
by some cadential function, though not necessarily by an ac¬ 
tual cadence: in major-mode movements, VI, III, and II; in 
minor-mode ones, IV and V 


dominant arrival A noncadential articulation of formal closure 
marked by the appearance of a dominant harmony near the 
end of a themelike unit (especially a contrasting middle, tran¬ 
sition, retransition, or development) (compare premature 
dominant arrival; half cadence), 
dominant function Various harmonies whose primary role is to 
progress to tonic. All dominant functioning harmonies con¬ 
tain the leading-tone. 

dominant version A unit (typically a basic idea) whose initial 
harmonic support is dominant (compare tonic version), 
double-region couplet In Mozart’s rondo forms, a couplet that 
contains thematic units residing in both the subdominant and 
submediant regions. 

dynamic curve A particular pattern of progressive and recessive 
dynamics. 

early authentic cadence In minuet form, the appearance of a 
home-key authentic cadence before the end of the exposition 
(A section). 

elided cadence A cadential arrival that simultaneously marks the 
beginning of the next unit. 

elision A moment of time that simultaneously marks the end of 
one unit and the beginning of the next (compare accompani- 
mental overlap). 

end An articulation of formal closure (compare stop), 
evaded cadence The failure of an implied authentic cadence to 
reach its goal harmony. The event appearing in place of the 
final tonic groups with the subsequent unit and (usually) rep¬ 
resents the beginning of a new cadential progression, 
exact repetition A unit (usually a basic idea) immediately re¬ 
stated in the same harmonic context (although the melody 
may be altered or transposed to different scale-degrees), 
expanded cadential progression An expansion of the cadential 
progression to the extent of supporting a complete phrase (of 
at least four measures) or group of phrases, 
expansion An internal lengthening of the constituent members 
of a formal function (compare extension), 
exposition (A section) An initiating intrathematic function con¬ 
sisting of a complete thematic unit ending with an authentic- 
cadence, The first unit of the small ternary form, 
exposition (full movement) A large-scale initiating function 
consisting of a main theme (group), transition, and subordi¬ 
nate theme (group). 

extension The addition of extra units of similar material in order 
to stretch out a formal function in time (compare expansion), 
failed consequent A unit that follows an antecedent in the sense 
of a consequent but does not close with the expected stronger 
cadence. 

false closing section A closing section that is reinterpreted ret¬ 
rospectively as an initiation (usually a presentation) of a sub¬ 
sequent thematic unit. 

false recapitulation Near the end of a development or a rondo 
couplet, the appearance of main-theme material in a tonal re¬ 
gion other than tonic of the home key. 
five-part rondo A full-movement form in which a refrain alter¬ 
nates with two couplets. Couplet 1 is a subordinate-theme 
complex or an interior theme, and couplet 2 is an interior 
theme or development-like unit. 

formal function The specific role played by -a particular musical 
passage in the formal organization of a work. It generally e.~ 
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presses a temporal sense of beginning, middle, end, before- 
the-beginning, or after-the-end. More specifically, it can ex¬ 
press a wide variety of formal characteristics and relationships, 
fragmentation A reduction in the length of units in relation to 
the prevailing grouping structure. Fragmented units do not 
necessarily contain melodic-motivic material derived from 
the preceding units. 

framing function Any number of functions at various hierarchi¬ 
cal levels that precede the beginning or follow the end of a 
formal unit. 

fusion The merging of two formal functions within a single unit, 
group A general term for any self-contained “chunk” of music, 
embracing its complete melodic, harmonic, rhythmic, and 
textural content. More specifically, it refers to multiple 
themes (e.g,, subordinate-theme group), 
grouping structure The organization of discrete, perceptually 
significant time spans (group, unit, part, section, etc.) at any 
or all hierarchical levels in a movement, 
half cadence A cadential arrival articulated by the final domi¬ 
nant of a half-cadential progression (compare dominant 
arrival). 

half-cadential progression A cadential progression whose com¬ 
plete form brings, in order, the harmonic functions of tonic 
(usually in first inversion), pre-dominant, and dominant (triad 
in root position). 

harmonic acceleration An increase in the rate of harmonic- 
change. 

harmonic functions The three fundamental harmonies—tonic, 
dominant, and pre-dominant—that embrace all other har¬ 
monic formations in a key. 

home key The principal tonality of a movement. The key in 
which a movement begins and ends and to which all other 
keys or tonal regions ultimately relate, 
hybrid theme A simple eight-measure theme combining func¬ 
tions associated with both the sentence and the period. The 
four basic patterns are antecedent + continuation, antecedent 
+ cadential, compound basic idea + continuation, and com¬ 
pound basic idea + consequent, 
idea Minimally, a two-measure unit. 

imperfect authentic cadence An authentic cadence in which 
the soprano voice ends on the third (or, rarely, the fifth) scale- 
degree (compare perfect authentic cadence), 
incomplete cadential progression A cadential progression that 
omits one or more constituent harmonic functions (compare 
complete cadential progression), 
incomplete pre-core A pre-core composed of one or two in- 
trathematic functions. It usually lacks a concluding function 
(compare complete pre-core). 

incomplete refrain In rondo form, a restatement of a refrain 
that lacks a home-key authentic cadence (compare abridged 
refrain). 

initiating function Any number of functions at various hierar¬ 
chical levels that express the temporal quality of “beginning” 
(compare medial function; concluding function), 
initiating region A tonicized region (in some key) associated 
with an initiating intrathematic function (such as a presenta¬ 
tion). It does not receive subsequent cadential confirmation, 
interior theme A medial interthematic function, standing be¬ 
tween statements of a main theme, that is modeled largely on 


the small ternary or small binary forms. It resides in the con¬ 
trasting modality of the main theme (:minore or maggiore ) or in 
the subdominant or submediant regions, 
internal half cadence A half cadence appearing within the 
boundaries of a subordinate theme. It can be followed by a 
new continuation (or cadential) passage or can mark the end 
of the first part of a two-part subordinate theme, 
interpolated episode A passage of strikingly new, unrelated ma¬ 
terial lying in a relatively remote tonal region and standing 
apart from the regular succession of formal functions, 
interpolation Unrelated material inserted between two logically 
succeeding functions. 

interthematic functions The constituent formal functions of a 
full-movement form (or the principal sections of such a form) 
operating above the level of the theme, 
intrathematic functions The constituent formal functions of a 
theme (or themelike unit). 

introduction See thematic introduction or slow introduction, 
large ternary A tripartite full-movement form consisting of a 
main theme, an interior theme, and a return of the main 
theme (compare small ternary). 

lead-in A melodic link, usually following a cadential articulation, 
that helps provide rhythmic continuity between two adjacent 
formal units. 

level of the idea unit The level of harmonic activity most di¬ 
rectly associated with the basic idea, its repetition, and its 
fragmented units. 

liquidation The systematic elimination of characteristic motives, 
loose A formal organization characterized by the use of non- 
conventional thematic structures, harmonic-tonal instabil¬ 
ity (modulation, chromaticism), an asymmetrical grouping 
structure, phrase-structural extension and expansion, form- 
functional redundancy, and a diversity of melodic-motivic 
material (compare tight knit). 

main theme An initiating interthematic function that brings the 
main melodic-motivic ideas of the movement, establishes 
and confirms the home key, and defines the standard of tight- 
knit organization. 

main-theme group Two successive main themes, each ending 
with a perfect authentic cadence. 

medial function Any number of functions at various hierarchical 
levels that express the temporal quality of “being-in-the- 
middle” (compare initiating function; concluding function), 
minuet A large-scale tripartite form modeled on die small 
ternary theme -type. It consists of an exposition (A), contrast¬ 
ing middle (B), and recapitulation (A'), 
minuet proper The first part of minuet/trio form. It is con¬ 
structed in minuet or binary minuet form, 
minuet/trio A tripartite full-movement form consisting of a 
minuet proper, trio, and da capo (of the minuet proper), 
modal mixture The use of harmonies containing notes from die 
opposite modality of the prevailing mode, 
modal shift A change of mode within die same tonality, 
model A unit established for the purpose of sequential repetition, 
model-sequence technique A unit (the model) that is immedi¬ 
ately followed by a restatement transposed to a different scale- 
degree (the sequence); the same as sequential repetition, 
modulating subordinate theme A subordinate theme that be¬ 
gins in -a nontonic region (of either the home key or a subor- 
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dinate key), thus giving the impression of modulating to the 
subordinate key. 

modulating transition A transition that modulates to the subor¬ 
dinate key, ending on dominant harmony of that key (com¬ 
pare noninodulating transition), 
modulation The process of changing tonal focus so that a new 
tonic, confirmed as such by cadential function, is perceived to 
displace the previous tonic (compare tonicization). 
motive A collection of several notes constituting the smallest 
meaningful melodic or rhythmic configuration, 
neighboring chord In a prolongational progression, a subordi¬ 
nate harmony situated between a prolonged harmony that re¬ 
tains its same position (e.g., I-V 6 ~I) (compare passing chord), 
nine-part sonata-rondo A sonata-rondo form extended by an 
additional refrain and couplet, the latter built as an interior 
theme. 

nonmodulating transition A transition that remains in the 
home key, ending on dominant harmony of that key (compare 

modulating transition). 

notated measure A unit of musical time demarcated by bar lines 
in the score (compare real measure). 

“one more time” technique Following an evaded cadence, the 
repetition of the previous cadential idea or phrase, 
opening ritornello The first section of concerto form. It is or¬ 
ganized like an exposition but remains in the home key 
throughout. 

ornamental changes In a restatement of any kind, alterations of 
the melody, durational values, texture, dynamics, and the like of 
the original unit while retaining its basic tonal, harmonic, and 
phrase-structural organization (compare structural changes), 
part A general term for grouping structure, often used in con¬ 
nection with some multipart thematic units (e.g., the first part 
of a small binary or the second part of a closing ritornello). 
passing chord In a prolongational progression, a subordinate 
harmony situated between a prolonged harmony that changes 
position (e.g., I-V!~I 6 ) (compare neighboring chord), 
pedal point In a prolongational progression, the replacement of 
the bass voice of the subordinate harmonies by the root of the 
prolonged harmony. 

penultimate dominant The root-position dominant harmony 
of an authentic cadential progression (compare ultimate 
dominant). 

perfect authentic cadence An authentic cadence in which the 
soprano voice ends on the tonic scale-degree (compare im¬ 
perfect authentic cadence). 

period (eight-measure) A simple theme consisting of an an¬ 
tecedent phrase and a consequent phrase, 
period (sixteen-measure) A compound theme consisting of an 
eight-measure antecedent (built as either a simple sentence or 
a hybrid) and an eight-measure consequent, 
phrase Minimally, a four-measure unit, often, but not necessar¬ 
ily, containing two ideas. 

postcadential One of several framing functions that express the 
sense of “after-the-end.” It follows a cadence and prolongs its 
final harmony, usually with a recessive dynamic, 
pre-core The initial unit of a development section, preceding a 
core or core substitute. 

pre-dominant function Various harmonies whose primary role 
is to progress to a dominant. 


premature dominant arrival A dominant arrival that appears 
before the end of the prevailing melodic-motivic and phrase- 
structural processes. 

presentation An initiating intrathematic function consisting of a 
unit (usually a basic idea) and its repetition, supported by a 
prolongation of tonic harmony. 

presentation phrase The first phrase of the eight-measure 
sentence. 

primary development key In the case of multiple development 
keys, the one that receives the greatest (cadential, textural, du¬ 
rational) emphasis. It usually appears near the end of the de¬ 
velopment section (compare secondary development key), 
progressive dynamic A systematic buildup of tension and ex¬ 
citement by various musical means (including intensity, tex¬ 
ture, rhythmic activity) (compare recessive dynamic), 
prolongational progression A progression that sustains the 
perception of an individual harmony through time despite 
the presence of an intervening chord of different harmonic 
meaning. 

prolonged harmony The harmony that is prolonged by a pro¬ 
longational progression. 

pseudo-core A themelike unit in a development section that re¬ 
sembles a core as regards dynamics, texture, rhythm, and 
emotional character but that lacks genuine model-sequence 
technique. 

real measure A unit of musical time corresponding to a lis¬ 
tener’s perception of a “full measure” of music (compare no¬ 
tated measure). 

recapitulation (A' section) A concluding intrathematic func¬ 
tion that represents a return (often adjusted and altered) of an 
earlier exposition. The third unit of the small ternary form, 
recapitulation (full movement) A large-scale concluding func¬ 
tion that brings back, usually modified, an earlier exposition. 
It resolves tonal conflicts by adjusting all material into the 
home key. 

recessive dynamic A systematic release of tension and excite¬ 
ment by various musical means (including intensity, texture, 
rhythmic activity) (compare progressive dynamic), 
refrain The initial section of any rondo form. It functions as a 
main theme and is usually built as a small ternary or small bi¬ 
nary. 

reinterpreted half cadence A local authentic cadence in the 
dominant region that is reinterpreted retrospectively as a half 
cadence. 

repetition The immediate restatement of a unit (compare return), 
response See dominant version (compare statement), 
restatement The reappearance of any formal unit as either a 
repetition or a return, with or without ornamental or struc¬ 
tural changes. 

retransition An intrathematic function that effects a modulation 
from a subordinate key or development key to the home key, 
thus preparing for the return of a main theme (or A' section), 
ft may range in length from a single chord to a multiphrase 
unit, and it frequently anticipates motives of the main theme’s 
basic idea. 

return A restatement of a unit following an intervening, con¬ 
trasting unit (compare repetition), 
ritornello In concerto form, a section written for the orchestra 
alone. 
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rondo Any one of a number of full-movement forms in which a 
single refrain alternates with two or more couplets, 
rounded binary A version of the small ternary form that first re¬ 
peats the exposition and then repeats together the contrasting 
middle and recapitulation (compare small binary), 
secondary development In a recapitulation, a newly added pas¬ 
sage featuring model-sequence technique and the toniciza- 
tion of “flat” tonal regions. 

secondary development key In the case of multiple develop¬ 
ment keys, one that receives lesser (cadential, textural, dura¬ 
tional) emphasis than does the primary development key. It 
usually appears early in the development section (compare 

primary development key). 

section A general term for grouping structure (e.g., the closing 
section of a subordinate theme, the development section of a 
sonata). 

sentence (eight-measure) A simple theme consisting of a pre¬ 
sentation phrase and a continuation (or continuation=>caden- 
tial) phrase. 

sentence (sixteen-measure) A compound theme consisting of 
an eight-measure presentation (repeated compound basic 
idea) and an eight-measure continuation, 
sequence A sequentially repeated version of a model, 
sequential progression A progression that projects a consistent 
intervallic pattern among the individual voices of the har¬ 
monies. It is classified in terms of the intervallic motion of its 
constituent roots (e.g., descending fifth sequence, ascending 
second sequence). 

sequential repetition A unit that is followed by a restatement 
transposed to a different scale-degree; the same as model- 
sequence technique. 

seven-part rondo A five-part rondo form extended by an addi¬ 
tional refrain and couplet, the latter built as an interior theme, 
slow introduction A large-scale framing function that expresses 
the sense of “before-the-beginning.” It precedes an exposition 
(compare thematic introduction), 
small binary A bipartite theme whose parts are normally re¬ 
peated. It resembles the rounded binary except that the sec¬ 
ond part contains no recapitulatory function and the first part 
may end with a half cadence (compare rounded binary), 
small ternary A tripartite theme consisting of an exposition (A), 
contrasting middle (B), and recapitulation (A') (compare 
large ternary). 

sonata A tripartite full-movement form containing an exposi¬ 
tion, development, and recapitulation; a slow introduction 
and a coda may also be added. 

sonata-rondo A full-movement form consisting of four state¬ 
ments of a refrain alternating with three couplets. The first 
refrain and couplet constitute a sonata exposition; the second 
couplet is either a development section or an interior theme; 
the third refrain and couplet form a recapitulation; and an 
obligatory coda brings the final refrain, 
sonata without development A bipartite full-movement form 
consisting of an exposition followed by a recapitulation, 
standing on the dominant A postcadential intrathematic func¬ 
tion following a half cadence. It may also follow a perfect au¬ 
thentic cadence at the end of a small ternary exposition to ini¬ 
tiate a contrasting middle. It consists of one or more ideas 
supported exclusively by a dominant prolongation. 


statement See tonic version (compare response), 
statement-response repetition A tonic version of a unit (usu¬ 
ally a basic idea) immediately restated by a dominant version, 
stop A cessation of musical activity at any point in a formal unit, 
not necessarily at a moment of cadential arrival (compare end), 
structural changes In a restatement of any land, alterations in 
the basic tonal, harmonic, and phrase-structural organization 
of the original unit (compare ornamental changes), 
subordinate harmony In a prolongational progression, a har¬ 
mony with a meaning different from that of the prolonged 
harmony. 

subordinate key A closely related tonal region confirmed by a 
perfect authentic cadence as the principal contrasting key to 
the home key: in major-mode movements, the dominant re¬ 
gion of the home key, and in minor-mode ones, the mediant 
(“relative major”). 

subordinate-key ritomello The third section of concerto form. 
It reinforces the confirmation of the subordinate key, is struc¬ 
tured as a thematic unit ending with a perfect authentic ca¬ 
dence, and draws on material from the opening ritornello. 
subordinate theme An interthematic function that confirms a 
subordinate key by closing with a perfect authentic cadence. 
It loosens the formal organization in order to solidify the new 
key in relation to the home key. 

subordinate-theme complex In rondo form, a single couplet 
consisting of a transition, subordinate theme (group), closing 
section, and retransition. 

subordinate-theme group Two or more successive subordinate 
themes, each ending with a perfect authentic cadence, 
thematic introduction A framing function that expresses the 
sense of “before-the-beginning.” It consists of a brief passage 
prolonging tonic (sometimes dominant) with a progressive 
dynamic. It contains minimal melodic activity (so as not to 
suggest a basic idea) (compare slow introduction), 
thematic unit A theme or themelike unit, 
theme A unit consisting of a conventional set of initiating, me¬ 
dial, and ending intrathematic functions. It must close with a 
cadence (compare themelike unit), 
theme and variations A multipart, full-movement form consist¬ 
ing of a main theme followed by an indefinite number of var¬ 
ied repetitions of that theme. 

themelike unit A unit that resembles a theme in formal organi¬ 
zation but is usually looser and is not required to close with a 
cadence. 

three-key exposition An exposition that contains a modulating 
subordinate theme, thus suggesting (but rarely confirming) 
three different keys. 

tight knit A formal organization characterized by the use of con¬ 
ventional theme-types, harmonic-tonal stability, a symmetri¬ 
cal grouping structure, form- functional efficiency, and a unity 
of melodic-motivic material (compare loose), 
tonal-polarity model A model of overall tonal organization for 
a movement based on a fundamental opposition of home 
(tonic) and subordinate (dominant or relative major) keys 
(compare tour-of-keys model). 

tonic function The central harmony of a key, the one to which 
all others ultimately relate and derive their meaning, 
tonic version A unit (usually a basic idea) whose initial harmonic 
support is tonic (compare dominant version). 
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tonicization The process of emphasizing a scale-degree (be¬ 
sides the tonic) so that it is perceived as a local tonic. A toni¬ 
cized region does not receive cadential confirmation (com¬ 
pare modulation). 

tour-of-keys model A model of overall tonal organization for a 
movement based on the home key progressing to a multiplic¬ 
ity of related tonal regions (including the subordinat e key and 
multiple development keys) (compare tonal-polarity model), 
transition An interthematic function that destabilizes the home 
key and loosens the formal organization in order for a subor¬ 
dinate key to be established and eventually confirmed, 
transition-like pre-core A modulatory thematic unit, usually 
sentential in form, that leads to dominant harmony of a de¬ 
velopment key (to begin a core). 

transitional introduction A passage built over dominant har¬ 
mony of a new tonal region. It typically appears at the begin¬ 
ning of a pre-core. 

trio The second part of minuet/trio form. It is constructed in 
minuet or binary minuet form. 


truncated recapitulation In sonata-without-development form, 
a recapitulation consisting of only the main theme (thus omit¬ 
ting the transition and subordinate theme), 
truncated small ternary An incomplete theme consisting of an 
exposition (A) and a contrasting middle (B). The expected re¬ 
capitulation (A') is eliminated. 

two-part subordinate theme A subordinate theme whose first 
part ends with an internal half cadence and whose second part 
starts with new, initiating material, 
two-part transition A transition whose first part is nonmodula- 
tory and closes with the home-key dominant and whose sec¬ 
ond part, often beginning with reference to main-theme 
ideas, modulates to the subordinate key and closes there with 
dominant harmony. 

ultimate dominant The root-position dominant triad of a half- 
cadential progression (compare penultimate dominant), 
unit A general term for any self-contained “chunk” of music, 
embracing its complete melodic, harmonic, rhythmic, and 
textural content. 
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“Farewell" Symphony, for an important inquiry into formal 
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Bedeutung fur die Kompositionstechnik Beethovens, 3rd ed., enl. (Vi¬ 
enna: Universal, 1973), 56. 

6. Among the recent studies of late-eighteenth-century 
music cited in n. 1, only the work of Agawu treats issues of formal 
function in any detailed manner. With his notion of “introversive 
semiosis,” he advances a “beginning-middle-end paradigm” tied 
intimately to harmonic organization ( Playing with Signs, chap. 3). 

7. To be sure, the concept of “classical style” is currently re¬ 
garded with suspicion, especially in light of Webster’s recent cri¬ 
tique ( Haydn’s “Farewell’’ Symphony, 347-57). Moreover, defining 
this style on the works of only three composers obviously distorts 
the complete music-historical record. These methodological con¬ 
cerns notwithstanding, this book continues the long tradition of 
establishing general principles of form on the basis of music held 
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musicians. Determining the extent to which the theory offered 
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11. For example, Mozart’s Rondo for Piano in D, K. 485 (the 
work is actually in sonata form), uses the same motive, in various 
transformations, for the beginning of each of its major sections. 
Yet the functions of main theme, transition, subordinate theme, 
development, and the like are fully articulated by various harmonic 
and phrase-structural processes that operate independent of mo- 
tivic content. 

12. Throughout his writings, Schoenberg intermingles prin¬ 
ciples of formal procedure with concerns of motivic derivation. Lie 
surely regarded the two domains as inextricably linked, but in fact: 
his actual Formenlehre (especially as developed by Ratz) has little 
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berg’s Tonal Body,” Theory and Practice 13 (1988): 31 — 63; David 
Epstein, Beyond Orpheus: Studies in Musical Structure (Cambridge, 
MA: MIT Press, 1979); Walter Frisch, Brahms and the Principle of 
Developing Variation (Berkeley and Los Angeles: University of Cal¬ 
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Streichquartett in d-Moll (KV 421) in der DeutungJerome-Joseph 
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Chapter 1 

1. More philosophically minded musicians might also specu¬ 
late on the seemingly incompatible meanings of form as (1) the 


specific shape taken by an individual composition in all its particu¬ 
larity (so that changing even a single detail would mean altering its 
form) or (2) abstractions or generalizations based on structural 
uniformities displayed by a multiplicity of works (New Harvard Dic- 
tionary, 320). For a recent discussion of this “paradox of musical 
form,” see Bonds, Wordless Rhetoric, 13. 

2. Lerdahl and Jackendoff, Generative Theoty, 13-16. 

3. Schoenberg, Musical Composition, 23; Ratz, Musikalische 
Fot'menlehre, 23. 

4. Chap. 3 treats sentences lasting four or sixteen notated 
measures and irregular-length sentences arising from extensions or 
compressions. A distinct sixteen-measure sentence is discussed in 
chap. 5. 

5. Some readers may object that this presentation is consid¬ 
ered a phrase, since it neither closes with a cadence nor completes a 
full linear or tonal progression. Although most theories of form 
define phrase in relation to varying degrees of melodic and har¬ 
monic closure, the notion of phrase in this book does not entail 
any special pitch requirements. Indeed, many of the problematic 
issues traditionally associated with the definition of phrase are 
more comfortably assimilated to the concept of formal function. 
Thus phrase is used here as a functionally neutral term of grouping 
structure and refers, in general, to a discrete group approximately 
four measures in length. 

6. A third main feature of continuation function—harmonic 
sequence—is discussed in connection with the following example. 

7. I acknowledge an inconsistency in terminology when the 
adjectival cadential is used along with the nominative presentation 
and continuation. The problem arises because in many situations, 
the nominative form cadence is preferably restricted to the “mo¬ 
ment” of cadential arrival. When we want to identify “the ca¬ 
dence” of a theme, we traditionally refer to that arrival point, not 
necessarily to the complete time span that functions to achieve that 
arrival. See chap. 3 for further discussion of the varying usages of 
the terms cadence and cadential. 

8. An authentic cadence is perfect when the melodic line ends 
on the first scale-degree. An imperfect authentic cadence is defined 
later in chap. 3. 

9. Unlike the earlier example, however, the progression does 
not end with root-position tonic. Instead, the dominant in m. 6 
leads through a passing chord (on the last eighth-note beat of the 
measure) to a secondary dominant of VI. Nonetheless, it is still 
possible to recognize a true tonic prolongation even if the progres¬ 
sion does not literally conclude with that harmony. 

10. Since these dominant chords are subordinate to the fram¬ 
ing tonic harmony, they are placed in parentheses. Ellipses (. . .) in¬ 
dicate a gap in the harmonic analysis; they are used in the examples 
to avoid needless repetitions, as here, or if a complete harmonic 
analysis is not necessary for the discussion. 

11. A specific sixteen-measure period (traditionally termed 
“double period”) is defined in chap. 5. 

12. We speak of a return of the basic idea, not a repetition, be¬ 
cause intervening material stands between the two statements of 
the idea. Conversely, the consequent can properly be said to repeat 
the antecedent because no material stands between the phrases. 
This useful distinction between repetition and return is made by 
Leonard B. Meyer, Explaining Music: Essays and Explorations (Berke¬ 
ley and Los Angeles: University of California Press, 1973), 49. 

13. The first two labels obviously derive from terminology 
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traditionally associated with sonata form. The middle section of 
the sonata, however, is termed development, 

14. Expositions also typically feature a hybrid theme which, as 
defined in chap. 5, combines the functional characteristics of both 
the sentence and period. 

15. Even when the A section modulates, the final harmony of 
the perfect authentic cadence is the “tonic” of the subordinate key. 

16. See the end of chap. 6 for a fuller discussion of this issue. 
The distinction between tight-knit and loose formal organization 
originates with Schoenberg and is developed extensively by Ratz. 
The terms translate these theorists’ use of the German adjectives 
fest and locker, respectively. The translation of fest as “stable” by 
Carpenter and Neff (Schoenberg, Musical Idea, 445, n. 191), fol¬ 
lowing the lead of Schoenberg ( Musical Composition, 178, 201), has 
not been adopted here, since the metaphor of stability is more tra¬ 
ditionally associated with matters of harmony and tonality than 
with form. 

17. These low Els are merely ornamental and do not repre¬ 
sent the genuine bass part, which is found on the first half of each 
beat (as indicated by the harmonic analysis). 

18. For this reason, the “half cadence” in m. 12 is perhaps 
better understood as a dominant arrival, a concept that I define 
(and distinguish from half cadence) in chap. 6. 

19. A thematic introduction should not be confused with an¬ 
other type of introduction, namely, the slow introduction that pre¬ 
cedes a sonata-form exposition, which is of considerably larger 
scope; see chap. 13. 

20. Wallace Berry, Structural Functions in Music (Englewood 
Cliffs, NJ: Prentice-Hall, 1976), 7. Berry also speaks of a recessive 
dynamic, which brings about a diminution and dissolution of ten¬ 
sion and excitement. Recessive dynamic is generally associated 
with postcadential formal function, to be discussed shortly. 

21. There is an unfortunate lack of terminological parallelism 
between standing on the dominant and closing section, which itself 
can be considered a kind of “standing on the tonic.” But I maintain 
the distinction in this book in order to conform to the traditional 
usage of these expressions, especially by Schoenberg and Ratz. 

22. Berry, Structural Functions, 7. Recessive dynamic is partic¬ 
ularly associated with a closing section. In the case of a postcaden¬ 
tial standing on the dominant, the situation is more complex: the 
emphasis given to an inherently unstable harmonic function (one 
having such a powerful need to resolve to the tonic) often gener¬ 
ates a degree of progressive dynamic that counters the recessive 
character introduced by other musical forces, such as a systematic 
reduction in texture. 

23. Subdominant emphasis in a codetta functions as a dy¬ 
namic counterweight to the dominant harmony preceding the final 
tonic of the cadence. Whereas the cadential dominant creates ten¬ 
sion for its resolution to the tonic, the subdominant acts as an 
agent of resolution and relaxation and thus helps create the reces¬ 
sive dynamic so characteristic of codettas. 

24. As mentioned, however, a codetta is not usually formed out 
of immediately preceding ideas. A closing section containing “new” 
codettas is discussed in connection with ex. 1.8 (mm. 42-48). 

25. To be sure, some individual themes of complete subordi¬ 
nate-theme groups are extremely tight knit (the first subordinate 
theme of Beethoven’s Waldstein Sonata comes quickly to mind). In 
those cases, the entire group of themes can be seen as looser in re¬ 
lation to tire main theme (or theme group). 


26. The sequential progression actually begins with the C- 
minor harmony of mm. 9-10. Since the prevailing tonality is not 
entirely clear, a harmonic analysis of this sequential progression is 
given both for C minor (the initial tonality of the transition) and 
for At major (the goal tonality). 

27. The notion of phrase extension is defined and discussed 
later in connection with the subordinate theme. 

28. This tonic prolongation is shown in brackets in the har¬ 
monic analysis. 

29. To say that a given phrase prolongs two opposing har¬ 
monic functions (tonic and dominant) “at the same time” may 
seem contradictory. But such disparities can be resolved when we 
understand that the prolongations actually occur at different “phe¬ 
nomenological space-times” and thus do not truly conflict with 
each other. See David Lewin, “Theory, Phenomenology, and 
Modes of Perception,” Music Perception 3 (1986): 357-61. 

30. Other theorists have proposed somewhat differing dis¬ 
tinctions between extension and expansion. See William Roth- 
stein, Phrase Rhythm in Tonal Music (New York: Schirmer, 1989), 
311, n. 27; and Wick, “Middleground Hypermeasures,” 84, 89. 

31. A case of phrase extension was also discussed earlier in 
connection with the continuation of die transition (ex. 1.7, mm. 
13-14). 

32. Presentation function can also be expanded by lengthen¬ 
ing the basic idea, as discussed in chap. 3. Conversely, continuation 
function, with its characteristic processes of fragmentation and 
harmonic acceleration, is inherently unsuitable to withstand ex¬ 
pansion techniques. 

33. Indeed, the dominant pedal first sounds in m. 20 (see ex. 
1.7) as an extension of the standing on the dominant at the end of 
the transition. 

34. The development section of Beethoven’s piano sonata 
movement is discussed in chap. 10 (see exs. 10.8 and 10.15). 

Chapter 2 

1. Most of the paradigms can also appear in minor (with the 
usual alterations); paradigms associated especially with minor are 
set in that mode. 

2. Hugo Riemann, Vereinfachte Harmonielehre , oder die Lehre 
von dm tonalen Funktionen der Akkorde (London: Augener, 1893). 

3. The first comprehensive formulation of the Stufentheorie 
appears in the writings of Simon Sechter, Die Grundsatze der 
musikalischen {Composition, 3 vols. (Leipzig, 1853), who built his sys¬ 
tem on principles developed in the eighteenth century by Jean- 
Philippe Rameau and Johann Philipp Kirnberger. Sechter’s work 
established a distinctly Austrian tradition of harmonic theory that 
led directly to the ideas of Bruckner, Schenker, and Schoenberg at 
the end of the nineteenth century. See Robert W. Wason, Viennese 
Harmonic Theory from Albrechtsberger to Schenker and Schoenberg 
(Ann Arbor, MI: UMI Research Press, 1985). 

4. For modern formulations of a functional theory of har¬ 
mony, see Eytan Agmon, “Functional Harmony Revisited: A Pro¬ 
totype-Theoretic Approach,” Music Theory Spectrum 17 (1995): 
196-214; Marion Guck, “The Functional Relations of Chords: A 
Theory of Musical Intuitions,” In Theory Only 4 (1978): 29-42; and 
Daniel Harrison, Harmonic Function in Chromatic Music: A Renewed 
Dualist Theory and an Account of Its Precedents (Chicago: University 
of Chicago Press, 1994). 
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5. In Riemann’s Funktionstheorie, subdominant function is 
primarily conceived (following Rameau) as one of two tonal poles 
to the tonic (the other pole being dominant function). He eventu¬ 
ally proposes that the subdominant leads logically to the dominant 
but this notion remains secondary to his original polar conception 
of two dominants (“overdominant” and “underdominant”) center¬ 
ing on the tonic. The North American adaptation of the functional 
theory, which emphasizes a group of pre-dominant harmonies 
leading to the dominant, has most likely been influenced in this re¬ 
spect by Schenkerian notions (despite Schenker’s own adherence 
to the Stufentheorie tradition). 

6. In this chapter, chord is regularly used in the sense of har¬ 
mony. In theory, the terms should be clearly distinguished, so that 
the former would refer to a specific vertical sonority and the latter, 
to a broader range of tonal relations. In practice, however, it is 
helpful to have chord available as a rough synonym for harmony, 
especially when the texture is four-voice homophonic and the dis¬ 
cussion emphasizes details of chordal formation (such as inversion, 
doubling, and voice-leading). 

7. These three categories are not as mutually exclusive as 
just presented. For example, prolongational progressions can 
occur within a broad cadential progression, and some sequential 
progressions may acquire an overall prolongational function. 
Moreover, a given progression may sometimes be classified in 
more than one way. 

8. Allen Forte and Steven Gilbert, An Introduction to Schenker¬ 
ian Analysis (New York: Norton, 1982), 142. The concept of pro¬ 
longation derives, of course, from the theories of Heinrich 
Schenker. This book adopts a considerably more restricted notion 
of prolongation than that found in traditional Schenkerian analysis. 

9. The paradigms used to illustrate the various harmonic 
progressions are written (with some exceptions) in four voices and 
feature an unembellished melody typical of the progression. 

10. All die subordinate harmonies in the following paradigms 
are placed in parentheses in order to highlight the prolonged liar 
mony. In the analysis of actual musical passages, a greater flexibil¬ 
ity in the use of parentheses helps differentiate levels of harmonic 
organization; thus, the harmonic rhythm of a given passage may be 
more clearly indicated if the subordinate chords are shown without 
parentheses. With a pedal point, however, the lack of a true bass 
for the subordinate harmonies prompts us to place diese chords in 
parentheses at all times. 

11. The substitute chords in ex. i.qd-e lie outside parenthe¬ 
ses to indicate that the passing chords are even more subordinate 
in the overall prolongation. 

12. The following discussion exclusively involves a particular 
type of harmonic progression, one associated most often with ca¬ 
dence as a category of musical form. The issue of cadential formal 
function, however, is not raised here but, rather, in subsequent 
chapters. 

13. It is difficult to provide a completely satisfying explana¬ 
tion for the special prominence given to the fourth scale-degree as 
the bearer of pre-dominant harmony. That this degree serves as a 
passing tone between die third and fifth scale-degrees, which sup¬ 
port the initial tonic and dominant harmonies, is undoubtedly one 
of a number of reasons that the fourth degree is used so frequently 
in the bass line of a cadential progression. 

14. There is a second, related reason that the initial tonic is 
often inverted. Most themes open with root-position tonic in 


order to create a stable harmonic-tonal beginning. The appear¬ 
ance of a prominent cadential I 6 later in the theme helps lighten the 
harmonic texture, provide greater dynamic momentum, and moti¬ 
vate a return to the stability of the final cadential tonic. 

15. The use of IV in cadential progressions increases with 
Beethoven and becomes even more favored throughout the nine¬ 
teenth century. Just why the classical composers prefer II 6 for the 
cadential pre-dominant is likely to be explained more by melodic 
and contrapuntal reasons than by specifically harmonic ones. (This 
issue is raised again shortly in the discussion of embellishments to 
the cadential dominant.) 

16. The final tonic of the authentic cadential progression, 
though never harmonically altered, is often melodically orna¬ 
mented with suspensions or appoggiaturas. 

17. Although die cadential six-four is consistently analyzed 
as dominant harmony throughout this book, a certain “tonic” 
quality nonetheless remains attached to the chord. In many caden¬ 
tial situations, it is precisely the six-four chord that can bear enor¬ 
mous expansion, no doubt due to the degree of harmonic stability 
the chord retains by virtue of its also being a second-inversion 
tonic. 

18. To be sure, the presence of the leading-tone (substitut¬ 
ing for the seventh of the II5) lends a certain dominant character 
to this diminished seventh harmony, but not enough to overturn 
its more obvious pre-dominant function. 

[9. As is discussed in later chapters, this progression is partic¬ 
ularly associated with the deceptive cadence , a specific formal device 
used to extend a thematic structure. But the progression is occa¬ 
sionally used in other formal contexts as well. 

20. These last two forms of the deceptive cadential progres¬ 
sion (ex. 2.pd-e) resemble the harmonic situation typically associ¬ 
ated with the evaded cadence. The central difference between decep¬ 
tive and evaded cadences concerns whether the event following the 
cadential dominant is the goal of the ongoing phrase (as in the de¬ 
ceptive cadence) or whether this event signals the beginning of a 
new phrase (as in the evaded cadence). In the latter, the I 6 that typ¬ 
ically follows the dominant does not genuinely belong to the ca¬ 
dential progression per se but, rather, initiates a new progression 
(usually another authentic cadential one). Therefore, it is not quite 
accurate to speak of a deceptive cadential progression when a gen¬ 
uine cadential evasion occurs. 

21. Sometimes WIV seems to mark a genuine authentic ca¬ 
dential progression, such as at the end of Bach’s Prelude in C from 
the Well-Tempered Clavier, bk. 1. In such cases, it is as if a “passing 
seventh,” which would normally follow the tonic triad (as in ex. 
2.tb), appeared simultaneously with that triad. 

it. The following discussion is highly indebted to the excel¬ 
lent: treatment of harmonic sequences given by Edward Aldwell 
and Carl Schachter, Harmony and Voice Leading, 2d ed. (New York: 
Harcourt Brace Jovanovich, 1989), chap. 17. 

23. In the analytical annotation of sequential progressions, the 
initial, functional chord has appended to it the label seq. to signal 
the nature of die subsequent progression. The following chords are 
placed in parentheses because of their relatively nonfunctional sta¬ 
tus, and the final chord of the progression stands outside the paren¬ 
theses to indicate the regaining of functional meaning. 

24. Ascending and descending fourths, sixths, and sevenths 
are logically accommodated through inversion into one of the six 
categories. 



NOTES TO PAGES 29-37 263 


25. The chromatic version in example 2,1 if makes the incip¬ 
ient functionality more palpable. Note, too, the functional pro¬ 
gression UI-V-I in E embedded in the sequence. 

26. It is somewhat anomalous, though, that the tonic goal of 
the sequence itself can be understood as a “dominant” (of IV). 

27. The ascending third sequential progression becomes 
more prominent in nineteenth-century repertories. 

28. The term stepwise can also be used for sequential progres¬ 
sions by ascending (and descending) seconds. 

29. It might be possible, though, to see an incipient func¬ 
tional relationship among the chords of example 2.15b when com¬ 
pared with a descending fifth progression using diatonic seventh 
chords (ex. 2.15c). Here, some of the roots would be “implied” be¬ 
cause they are not actually present in the chords. 

30. The choice of nonsequential upper voices in ex. 2.i6e 
supports the cadential implications of the progression. 

31. Just this situation arises in the first movement of 
Beethoven’s Eroica Symphony, mm. 123-34. See Caplin, “Struc¬ 
tural Expansion,” 42-43. 

Chapter 3 

1. As a distinct theme-type, the sentence (Ger. Satz) seems to 
have been defined with precision and consistency first by Arnold 
Schoenberg early in this century. His most complete formulation 
appears in Fundamentals of Musical Composition (chaps. 5 and 8), 
written later in his life. In developing the concept, Schoenberg was 
likely influenced by Wilhelm Fischer’s notion of Fortspinnungsty- 
pus, “Zur Entwicklungsgeschichte des Wiener klassischen Stils,” 
Studien zur Musikwissenschaft 3 (1915): 24-84. The sentence is also 
discussed by a number of Schoenberg’s students, especially Ratz 
(Musikalische Formenlehre, 21-24), but also .Anton Webern, The 
Path to the New Music, ed. Willi Reich (Bryn Mawr, PA: Theodore 
Presser, 1963), 27, 30-31; Erwin Stein, Form and Performance 
(London: Faber & Faber, 1962), 93-95; and Josef Rufer, Composi¬ 
tion with Twelve Notes, trans. Humphrey Searle (London: Barrie 
and Rockliff, 1954), 32-33 - Carl Dahlhaus’s important study of the 
sentence in relation to the period continues this tradition: “Satz 
und Periode: Zur Theorie der musikalischen Syntax,” Zeitschrift fur 
Musiktheorie 9 (1978): 16-26. Seemingly independent of the 
Schoenberg school, the Hungarian musicologist Denes Bartha de¬ 
scribed many sentence types according to his concept of “quater¬ 
nary stanza structure”: “On Beethoven’s Thematic Structure,” in 
The Creative World of Beethoven, ed. Paul Henry Lang (New York: 
Norton, 1971), 260-66. Later, Bartha termed this form the “qua¬ 
train,” “Das Quatrain-Modell in Mozarts Perioden- und Lied- 
form-Strukturen,” Mozart-Jahrbuch igyS/yg, 30-44. In the late 
eighteenth century, Heinrich Christoph Koch considered some ex¬ 
amples of the sentence in connection with his notion of “com¬ 
pound phrase,” in Introductory Essay on Composition: The Mechanical 
Rules of Melody, Sections 3 and4, trans. Nancy Kovaleff Baker (New 
Haven, CT: Yale University Press, 1983), 57, but the concept re¬ 
mains somewhat peripheral to his thought. 

North American theory has only lately come to recognize the 
sentence form as a distinct theme-type. A brief but influential ref¬ 
erence is made by Edward T. Cone in Musical Form, and Musical 
Performance (New York: Norton, 1968), 75-76. More recent dis¬ 
cussions include those by Michelle Fillion, “Sonata-Exposition 
Procedures in Haydn’s Keyboard Sonatas,” in Haydn Studies, ed. 


Jens Peter Larsen, Howard Serwer, and James Webster (New 
York: Norton, 1981), 477-78; William E. Benjamin, “A Theory of 
Musical Meter " Music Perception 1 (1984): 363; Frisch, Developing 
Variation, 12-18; Rothstein, Phrase Rhythm, 26 -27; Janet Schmal- 
feldt, “Cadential Processes: The Evaded Cadence and the ‘One 
More Time’ Technique,” Journal of Musicological Research 12 (1992): 
1-51, and her “Reconciliation.” 

2. In the arithmetical formula for a grouping structure, x 
stands for “times” and indicates the number of statements of a 
given idea lasting a given number of measures. Thus, the formula 
(2 x 2) + 4 means “a two-measure unit is stated two times and is 
then followed by a four-measure unit.” In the sentence form, the 
four-measure continuation phrase itself is sometimes grouped (2 x 
1) + 2. 

3. The notion that the sentence form contains three formal 
functions is a central innovation of my book. None of the tradi¬ 
tional writings on the sentence form makes any such explicit for¬ 
mulation. Fischer’s Fortspinnungslypus (see n. 1) involves three func¬ 
tional elements, but they differ significantly from those of the 
sentence, as explained in William E. Caplin, “Funktionale Kompon- 
enten im achttaktigen Satz Musiktheorie 1 (1986): 255-58. 

4. An alternative expression for this second phrase, “coritinu- 
ation=>cadential,” is introduced later. Recall again that the term 
phrase is functionally neutral and merely refers to a musical unit of 
approximately four measures (see chap. 1, n. 5). 

5. The situation R = 2N may seem to resemble the notion of 
“hypermeter,” as developed by Edward T. Cone, Musical Form.-, 
William Rothstein, Phrase Rhythm; and Carl Schachter, “Rhythm 
and Linear Analysis: Durational Reduction,” in Music Forum, ed. 
Felix Salzer, vol. 5 (New York: Columbia University Press, 1:980), 
197-232, and “Rhythm and Linear Analysis: Aspects of Meter,” in 
Music Forum, ed. Felix Salzer, vol. 6, pt. 1 (New York: Columbia 
University Press, 1987), 1-59. These theorists do not, however, 
postulate a distinction between real and notated measures; instead, 
they understand hypermeter to be any metrical organization lying 
above the level of the notated measure, whether or not that mea¬ 
sure is real (in the sense formulated here). 

6. For example, the slow introduction to a sonata form’s first 
movement may feature R = ViN, which then becomes R = N (or 
even R = 2N) at the onset of the exposition. See chap. 13, exs. 
13.10 and 13.11. 

7. This example is the actual main theme of the movement; 
the “fate” motives of mm. 1-5 make up a thematic introduction . 

8. A genuine sixteen-measure sentence is defined in chap. 5. 

9. The term presentation is new: neither Schoenberg nor his 
followers introduce a specific label to distinguish the first phrase 
of the sentence from that: of other theme-types. Thus whereas 
Schoenberg speaks of an “antecedent” of the period, he refers 
merely to the “beginning” of the sentence ( Musical Composition, 21). 
Ratz, who describes the sentence as consisting of three units— 
Zweitakter (“two-measure unit”), Wiederholung (“repetition”), and 
Etitwicklung (“development”)—provides no term for the first 
phrase containing the basic idea and its repetition (. Musikalische For¬ 
menlehre, 21). Dahlhaus uses Vordersatz (“antecedent”) to label the 
first phrase of both the sentence and period (“Satz und Periode”). 

10. Hugo Leichtentritt, Musical Form (Cambridge, MA: Har¬ 
vard University Press, 1951), 5; Ellis B. Kohs, Musical Form 
(Boston: Houghton Mifflin, 1976), 7; Wallace Berry, Form in 
Music, 2d ed. (Englewood Cliffs, NJ: Prentice-Hall, 1986), 2. 
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11. Traditional formal theory lacks a satisfactory English 
term for the initial two measures of a classical theme. Schoen- 
berg’s use of “phrase” for this unit {Musical Composition , 3-7) runs 
counter to the usual English practice of regarding the phrase as, 
minimally, four measures in length. The terms “subphrase” and 
“half phrase” are occasionally encountered, but they misleadingly 
imply that the unit is merely a subordinate component of a more 
fundamental, higher-level structure, namely, the phrase. Finally, 
German theory does not provide much help in finding an English 
term. Ratz, for example, refers to the opening unit of a sentence 
simply as a Zweitakter (“two-measure unit”) (Musikalische Formen- 
lehre, 21). 

I chose the term basic idea here in deliberate reference to 
Schoenberg’s famous Grundgestalt. Although Schoenberg never 
achieved a definitive and unambiguous formulation of this prob ¬ 
lematical concept, his student Josef Rufer reports one meaning 
that is compatible with my notion of basic idea: “In my very full 
notes of his [Schoenberg’s] teaching between 1919 and 1922 I find 
these definitions: a motif is the smallest musical form, consisting of 
at least one interval and one rhythm. The next sized form is the 
Grundgestalt or phrase, ‘as a rule 2 to 3 bars long’.. . and consist¬ 
ing of the ‘firm connection of one or more motifs and their more 
or less varied repetitions’” {Composition with Twelve Notes, viii). 

Note that Schoenberg here regards the motive as the “small¬ 
est musical form.” In his Musical Composition, he revised his view 
and refers to the two-measure “phrase” as the “smallest structural 
unit” (3). 

12. Metrical reasons may also account for the two-measure 
size of the basic idea. To perceive a measure as a complete metrical 
unit, it is necessary to hear two downbeats: the second downbeat 
both marks the end of the first measure and initiates the second 
measure. Thus a basic idea not only provides the principal 
melodic-motivic content in a stable harmonic context but also 
helps define the metrical organization of the theme. 

13. See also ahead exs. 3.4 and 3.10 for basic ideas supported 
exclusively by tonic harmony. 

14. Despite the foregoing generality, a significant minority of 
classical themes begin with conventional, cadence-like gestures. 
(The opening of the trio in Mozart’s Symphony No. 41 in C 
[“Jupiter”], K. 551, is a well-known example, although the initial 
idea is probably better heard as a codetta rather than as a cadence.) 
In such cases, the composer uses a variety of strategies to make 
sure that the theme properly expresses a sense of beginning and 
leads appropriately to a true cadence at its end. 

15. See ahead ex. 4.12, m. 2, in which the slur in the first vi¬ 
olin embraces all three quarter notes. However, the basic idea 
most likely ends with the note B, and the following C initiates 
the brief contrasting idea. Whereas slurring marks and other 
signs of articulation are of obvious importance to the performer, 
they must not be taken as analytical imperatives. Neither is the 
performer obliged to realize in performance any particular ana¬ 
lytical interpretation. In certain situations, indeed, a performer 
may very well want to create continuities of “phrasing” (in the 
performative sense) that cross over the boundaries of the work’s 
grouping structure. 

16. Ex. 4.6, considered in the next chapter, also contains a 
basic idea that consists of a repeated one-measure unit. 

17. I describe sequential repetition in greater detail when dis¬ 
cussing continuation function. 


18. See also ahead ex. 3.9 for a case of an exact repetition of 
the basic idea with a changed melodic component. 

19. See also ahead exs. 3.10 and 3.14. 

20. See also ahead exs. 3.13, 3.15, and 3.16. The “1-7 . . . 
4-3” melodic schema, which is embedded in the first four mea¬ 
sures of ex. 3.3a, is examined in detail by Gjerdingen {Classic Turn 
of Phrase). This schema arises in the vast majority of cases within a 
presentation phrase containing a statement-response repetition of 
a basic idea. 

21. See also ahead ex. 3.12. 

22. See Mozart, Piano Sonata in C, K. 3097284b, iii, 1-4; 
Beethoven, String Quartet in C Minor, Op. 18/4, i, 1-4; Beetho¬ 
ven, Violin Sonata in A Minor, Op. 23, i, 1-4. 

23. If the melody is transposed by an ascending fifth (or de¬ 
scending fourth), the repetition is more like a sequence than a 
response. 

24. Other examples: Mozart, String Quartet in F, K. 590, ii, 
1-4; Beethoven, Violin Sonata in A, Op. 30/1, ii, 1-8; Beethoven, 
Piano Sonata in C (“Waldstein”), Op. 53, i, 1-8.Throughout 
this book, additional illustrations of formal situations and proce¬ 
dures are cited in order to supplement those discussed in the mu¬ 
sical examples. 

25. Deviations from the norms of formal organization are 
mentioned regularly throughout this book. Needless to say, the 
notion of formal deviation must be understood to carry no pejora¬ 
tive connotations. On the contrary, many deviations are of special 
aesthetic and compositional interest. 

26. A case of an extended presentation in the loose organiza¬ 
tion of a subordinate theme is examined in connection with ex. 8.1, 
mm. 28-33. 

Identifying techniques of phrase alterations (extension, ex¬ 
pansion, compression) as deviations from the norms of a symmet¬ 
rical grouping structure (2 + 2, 4 + 4, etc.) has a long and distin¬ 
guished history in the theory of musical form (and rhythm). 
Riepel, Kirnberger, and Koch initiated the practice in the eigh¬ 
teenth century, and it found even greater expression in the metrical 
theories of Hugo Riemann and the formal theories of Schoenberg 
{Musical Composition frequently refers to various techniques of 
phrase alteration). Rothstein’s excellent study {Phrase Rhythm, esp. 
chaps. 2 and 3) discusses many of the same issues, particularly in 
relation to a Schenkerian viewpoint (but also a Riemannian one). 
The treatment of the topic here, though similar to others of its 
kind, emphasizes the form-functional contexts in which the stan¬ 
dard techniques of phrase alteration arise. 

27. The label Main Theme (and the subsequent italicized la¬ 
bels) refer to interthematic functions discussed in chap. 15. 

28. Other examples: Mozart, Piano Concerto in F, K. 
413/3873, ii, 1-6 (R = V 5 N); Beethoven, Symphony No. 1 in C, 
Op. 21, i, 13-24; Beethoven, String Quartet in C, Op. 59/3, i, 
30-40; Beethoven, Piano Sonata in C (“Waldstein”), Op. 53, i, 1-8. 
References to “other examples” that appear following the discussion 
of a musical example pertain to the general formal technique or 
principle illustrated by the example as a whole, not necessarily to a 
specific technique mentioned toward the end of die discussion. 

29. In addition to speaking of this phrase as a “continuation,” 
Schoenberg also calls it a “development” {Musical Composition, 58), 
as does Ratz, when he exclusively refers to this phrase as an Ent- 
wicklung {Musikalische Formenlehre, 21, 24). Since “development” 
has more specific meanings in traditional formal theory (develop- 
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ment of a motive, development section of sonata form), the expres¬ 
sion is not used here in connection with the sentence. 

30. An important exception to the prominence of continua¬ 
tion function over cadential function is discussed later in connec¬ 
tion with a “continuation=>cadential” phrase. 

31. Schoenberg refers to this procedure as “reduction” {Musi¬ 
cal Composition , 59), but I have avoided that expression here be¬ 
cause of its different meaning in connection with a Schenkerian 
representation of harmonic-contrapuntal phenomena. 

32. For an insightful discussion of iMozart’s tendency to in¬ 
crease surface rhythmic activity toward the end of themes, see Ed¬ 
ward E. Lowinsky, “On Mozart’s Rhythm,” in The Creative World of 
Mozart, ed. Paul Henry Lang (New York: Norton, 1963), 31-55. 

33. See also ahead ex. 3.16. 

34. See Ann Blombach, “Phrase and Cadence: A Study of 
Terminology and Definition,” Journal of Music Theory Pedagogy x 
(1987): 225-51, for a summary of widely divergent definitions of 
cadence (and phrase) given in standard theory texts. 

35. This last point requires further elaboration and some 
major modifications when we consider situations in which a the¬ 
matic unit appears to begin, paradoxically, with cadential function; 
see chap. 8, p. 113. 

36. The foregoing generalization must be qualified by those 
many cases in which the cadential material directly relates to ear¬ 
lier ideas, even the basic idea itself. 

37. Thus Schoenberg’s definition: “ Liquidation consists in 
gradually eliminating characteristic features, until only uncharac¬ 
teristic ones remain, which no longer demand a continuation. 
Often only residues remain, which have little in common with the 
basic motive. In conjunction with a cadence or half cadence, this 
process can be used to provide adequate delimitation for a sen¬ 
tence” {Musical Composition, 58). 

38. Melodic closure need not occur precisely at the same 
time as harmonic closure. Indeed, the melodic line is often embel¬ 
lished (e.g., by suspensions) so that it concludes later than the 
onset of the final cadential harmony. 

39. Additional cadential variants include the evaded cadence 
and the abandoned cadence. Since these types rarely occur in tight- 
knit main themes, I reserve a detailed discussion of them for 
chap. 8. 

40. In light of the rest of the movement, this example may 
be interpreted as R = Vi N, in which case it would be a sixteen- 
measure sentence, as defined in chap. 5. 

Other examples: Haydn, String Quartet in B-flat, Op. 50/1, i, 
3-12; Beethoven, String Quartet in C Minor, Op. 18/4, i, 8 (a I 6 
substitutes for the final tonic). 

41. Plagal cadences perhaps arise in works from the nine¬ 
teenth century. But even in some of those cases, the progression 
from IV to I seems to omit an implied penultimate dominant of an 
authentic cadence. 

42. Thus the concept of plagal cadence is one of many mani¬ 
festations of a chronic confusion between cadential and postcaden- 
tial functions. 

43. The complete sentence is sometimes then repeated to 
close with a perfect authentic cadence, thus creating a sixteen- 
measure period, as discussed in chap. 5 (see exs. 5.9 and 5.10). 

44. The useful term lead-in is introduced by Rothstein, 
Phrase Rhythm , 51-52. 

See also ex. 3.5, where the closing imperfect authentic ca¬ 


dence motivates a repetition of the continuation phrase (not 
shown). Other examples: Haydn, Piano Sonata in D, Hob. XVL33, 
i, 1-12; Mozart, Horn Quintet in E-flat, K. 407/386C, i, 1-12. 

45. Refer again to the discussion in chap. 1 of the subordinate 
theme of Beethoven’s Piano Sonata in F Minor, Op. 2/1, i (ex. 1.8). 

46. In other contexts, the same symbol indicates retrospec¬ 
tive reinterpretations of harmony, tonality, and cadence. I thank 
Janet Schmalfeldt for recommending the use of this symbol for 
these many purposes. 

47. Other examples: Haydn, Symphony No. 83 in G Minor 
(“The Hen”), ii, 1-8; Haydn, Piano Sonata in D, Hob. XVI:33, i, 
1-8; Mozart, Violin Sonata in C, K. 403/385C, ii, 1-12; Mozart, 
Piano Sonata in B-flat, K. 333/3150, ii, 14-21; Beethoven, Violin 
Sonata in D, Op. 12/1, i, 5-13. 

48. The final cadence of this theme is somewhat ambiguous. 
Hearing a perfect authentic cadence here is not out of the ques¬ 
tion, but it is probably best interpreted as an imperfect authentic 
cadence, since the principal melodic tone in measure 8 is O (re¬ 
solving the repeated Ds of the previous measure). The motion 
down to A would thus be a melodic embellishment, like that de¬ 
scribed by Koch as an “overhang” {Uberbang), Essay on Composition, 
24. See also the discussion in chap. 4 of ex. 4.16. 

49. Other examples: Haydn, Piano Trio in E Minor, Hob. 
XV: 12, iii, 1-8 (exposition of small ternary); Beethoven, Thirty- 
Three Variations for Piano (“Diabelli”), Op. 120, 1-8 (first part of 
small binary). 

50. Frequently, the alterations take place in a repetition of an 
original four-measure continuation. 

51. For the definition of extension and a discussion of how this 
process differs from expansion, see chap. 1. 

52. Other examples: Mozart, Piano Sonata in A Minor, K. 
3io/3ood, i, 1-9; Mozart, Piano Sonata in B-flat, K. 333/3150, i, 
1-10; Beethoven, Piano Sonata in F, Op. 10/2, i, 1-12; Beethoven, 
Piano Sonata in B-flat (“Hammerklavier”), Op. 106, i, 1-17. 

53. Musical Composition, 30, and ex. 45(1), p. 38. 

54. Other example: Haydn, String Quartet in G Minor 
(“The Rider”), Op. 74/3, ii, t-10. 

55. Other examples: Haydn, String Quartet in F Minor 
(“The Razor”), Op. 55/2, iv, 1-6; Haydn, Piano 'lrio in F, Hob. 
XV:2, i, 1-7. 

Chapter 4 

1. Period has long been used as a term for formal organiza¬ 
tion. In the eighteenth century, the- term broadly described various 
phrase-structural patterns ending with a relatively strong cadence. 
Nineteen tit-century theorists began to characterize the period as a 
symmetrical, two-phrase structure with differentiated cadential 
weight, a notion that has remained largely intact to the present. 
See Carl Dahlhaus, “Periode,” Riemann Musiklexikon, 12th ed., vol. 
3, Sachteil{ Mainz: B. Schott, 1967), 721-22. 

Schoenberg and his followers restrict the concept of period to 
what is frequently called the “parallel period” (i.e., where the be¬ 
ginning of the consequent is the same as the beginning of the an¬ 
tecedent), and this tradition is continued here. The so-called con¬ 
trasting period is better understood as a hybrid theme (see chap. 5). 

2. In a small ternary to be discussed in chap. 6, we will ob¬ 
serve the same basic idea used to begin a period and, later in the 
form, a sentence (see ex. 6.11). 
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3. See Piano Concertos in C, K. 415/387!), in D, K. 451, in 
G, K. 453, and in B-flat, K. 456. 

4. See also ahead ex. 6.5, mm. 1-8. Other examples: Haydn, 
Piano Sonata in D, Hob. XVI: 3 7, i, 1-4; Mozart, Piano Concerto 
in B-flat, K. 456, ii, 1-4. 

5. Some theorists introduce a wide range of factors for defin¬ 
ing various degrees of cadential weight. See Kohs, Musical Form, 
26-27; an£ l Douglass M. Green, Form in Tonal Music, 2d ed. (New' 
York: Holt, Rinehart and Winston, 1979), 8-9. To be sure, many 
individual cadences of the same type (either half, imperfect au¬ 
thentic, or perfect authentic) can give the impression of having dif¬ 
fering amounts of perceptual salience. But for the definition of 
form, all cadences of the same type are considered to have the 
same structural weight. 

6. An exception to the principle that an antecedent cannot 
close with a perfect authentic cadence is raised toward the end of 
this chapter in connection with the reinterpreted half cadence. 

7. Other examples: Mozart, Violin Sonata in A, K. 526, iii, 
4-5; Mozart, Piano Sonata in G, K. 283/189!!, ii, 2-3 (R = 'A N). 

8. Likewise, “start” and “beginning” are similarly distinct. 
See the discussion on “start of the coda” in chap 12. For more on 
this topic, see Kramer, Time of Music, 202-3. 

9. The terms elision and elided cadence are widely found in 
modern formal theory (Berry, Form in Music, 9; Green, Form in 
Tonal Music, 15; Kohs, Musical Form, 2 2). For this reason, their use 
is retained here. Koch, writing late in the eighteenth century, 
evokes the more colorful image of a “suffocation” or “choking” of 
a measure (' Tacterstickung ) (Essay on Composition, 54- 56). More re¬ 
cently, the term “overlap” has been employed in connection with 
this phenomenon (Rothstein, Phrase Rhythm, 44; Lerdahl and Jack- 
endoff, Generative Theory, 55-62). 

It may be objected that “elision” is incorrectly used in this 
context, since neither the end of one phrase nor the beginning of 
the next is suppressed or omitted. Both these structural events arc 
present but are sounding simultaneously. Yet the literal sense of 
elision can still be maintained when we recognize that the proce¬ 
dure is not one of omitting a structural event but, rather, a unit of 
time. In other words, the end of a phrase and the beginning of a 
new phrase normally occupy two distinct measures. In the case of 
phrase elision, however, one of these measures is omitted. For fur¬ 
ther discussion of these issues, see Schmalfeldt, “Cadential 
Processes,” 46-47, n. 11, and 48-49, n. 14. 

10. An elided antecedent and consequent would also result iti 
an asymmetrical rhythmic structure—a five-measure antecedent 
overlapping with a four-measure consequent. 

11. See Mozart, Piano Concerto in D Minor, K. 466, ii, 1-8. 

12. See also ahead ex. 4.12. Other examples: Haydn, String- 
Quartet in C, Op. 50/2, iii, 1-8; Beethoven, Piano Sonata in E-flat 
(“Lebewohl”), Op. 81a, ii, 1-8. 

13. Other examples: Haydn, Piano Trio in D, Hob, XV:24, i, 
2-13; Beethoven, String Quartet in B-flat, Op. t8/6, iii, 1-8; 
Beethoven, Piano Sonata in D (“Pastoral”), Op. 28, ii, 1-8. 

14. Occasionally, the contrasting idea of the antecedent is 
also harmonized exclusively by a cadential progression (see ex. 
4.1, mm. 3-4). 

15. Schoenberg correctly observes that the term “symmetry” 
is not entirely applicable to musical form: “Former theorists and 
aestheticians called such forms as the period symmetrical. The 
term symmetry has probably been applied to music by analogy to 


the forms of the graphic arts and architecture. But the only really 
symmetrical forms in music are the mirror forms, derived from 
contrapuntal music. Real symmetry is not a principle of musical con¬ 
struction. Even if the consequent in a period repeats the antecedent 
striedy, the structure can only be called ‘quasi-symmetrical’ ” ( Musical 
Composition, 25). 

Ratz also admits that “the concept of symmetry in music is 
not applicable in the strictest sense because of its [music’s] tempo¬ 
ral dimension,” but he nevertheless prefers “this idea to all others 
because of its direct vividness and usefulness” ( Musikalische For- 
menlehre, 24, n.; this and all subsequent translations of Ratz are 
mine). This book follow's Ratz in using the term “symmetrical” in 
reference to grouping structures involving equal-length units. 

16. The D# in the melody of m. 7 suggests a local toniciza- 
tion of the submediant degree, but the subsequent E ends up func¬ 
tioning as an appoggiatura to D within tonic harmony. The VI 
harmony implied here, however, is eventually realized in interest¬ 
ing ways later in the minuet (see chap. 15, nn. 22, 25). 

Other examples: Haydn, Piano Sonata in C, Hob. XVL48, ii, 
1-12; Haydn, Piano Trio in D, Hob. XV24, i, 2-13; Mozart, 
Piano Sonata in F, K. 533, iii, 1-12; Beethoven, Piano Sonata in A- 
flat, Op. 26, iv, 1- 12. 

17. Interpolations rarely occur widiin a sentence; thus they 
were not treated in chap. 3. For an example, see Mozart, Violin 
Sonata in C, K. 403/385C, ii, 3 and 6. 

18. Other examples: Haydn, Piano Trio in E, Hob. XV28, 
iii, 1-12 (4 + 8); Haydn, Variations for Piano in F Minor, Hob. 
XVII:6, 30-39 (4 + 6); Mozart, Piano Concerto in D Minor, K. 
466, iii, 1 — 13 (4 4 9); Mozart, Piano Sonata in C, K. 279/i89d, iii, 
1- 10 (4 4 - 6). 

19. Other examples: Haydn, String Quartet in D (“The 
Frog”), Op. 50/6, iv, 1-8; Haydn, String Quartet in D Minor 
(“Fifths”), Op. 76/2, ii, 1-4 (R = V2N); Beethoven, Piano Sonata 
in A-flat, Op. 26, ii, 1-8. 

20. See ex. 3.15 for a similar ambiguity of cadence type. 
Chapter 5 

1. Musikalische Fonnenlehre, 24. 

2. Indeed, Ratz admits that “in practice, of course, we will 
frequently meet themes that cannot be attributed clearly to one or 
die other type.” He then states his fundamental attitude toward the 
establishment and employment of formal categories, an attitude 
that also underlies this book: “But only when we have correctly 
comprehended the contrasting nature of these two kinds of con¬ 
struction [the sentence and period] (both of which, however, rep¬ 
resent tight-knit organization) can we find our way about in the 
great variety of their appearances. We first have to establish clearly 
a type that exists as a norm and can be considered as such accord¬ 
ing to its nature, in order to be able to recognize eventual devia¬ 
tions. And it cannot be disputed that what we have described as the 
period and the sentence in the sense of opposing, extreme cases is 
present in the works of die masters, indeed, not only in Beethoven, 
but in Bach, Haydn, and Mozart as well. Although we understand 
the concepts of period and sentence as more narrow (and conse¬ 
quently more definite) than has otherwise been the case in the the¬ 
ory of form, we believe that we have helped to clarify these con¬ 
cepts and to emerge from the vague circumstance where different 
phenomena are designated by the same term” (pp. 24-25). 
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3. Such nonconventional theme-types are discussed and il¬ 
lustrated in chap. 13 in connection with main themes of sonata 
form. 

4. See also ahead ex. 5.13, mm. 1-8, and ex. 15.4, mm. 1-10. 
Other examples: Haydn, String Quartet in F, Op. 74/2, ii, 1-8; 
Haydn, Piano Trio in G, Hob. XV:2 5, i, 1-10; Mozart, Piano 
Concerto in B-flat, K. 456, ii, 1-8; Mozart, Piano Trio in B-flat, 
K. 502, ii, 1-8; Beethoven, String Quartet in F, Op. 59/1, iii, 1-8; 
Beethoven, Piano Sonata in A, Op. 2/2, ii, 1-8. 

5. See also ahead ex. 7.5, mm. 1-8, and ex. 7.8, mm. 1-8. 
Other examples: Mozart, Symphony No. 3 j in D (“Haffner”), K. 
385, iii, 1-8; Beethoven, Violin Sonata in E-flat, Op. 12/3, ii, 1-8, 
iii, 1-8; Beethoven, Piano Sonata in C Minor, Op. in, ii, 1-8. 

6. The choice of this term will become clearer when we ex¬ 
amine the sixteen-measure sentence and observe that a four-mea¬ 
sure compound basic idea is repeated to make an eight-measure 
presentation. 

7. See also ahead ex. 5.11, mm. 1-8, ex. 5.14, mm. 1-8, ex. 

6.7, mm. 27-34, and ex. 15.1, mm. 1-8. Other examples: Haydn, 
String Quartet in F, Op. 77/2, i, 1-8; Mozart, Horn Quintet in E- 
flat, K. 407/386C, ii, 1-8; Mozart, String Quartet in D, K. 499, ii, 
1-8; Beethoven, Violin Sonata in D, Op. 12/1, ii, 1-8; Beethoven, 
Bagatelle in E-flat, Op. 126/3, 1-8. 

8. See also ahead ex. 5.12, mm. 1-8, ex. 6.6, mm. 1-8, ex. 

6.8, mm. 9-16, and ex. 13.9, mm. 14-21. Other examples: 
Beethoven, String Quartet in A, Op. 18/5, ii, 82-89; Beethoven, 
Bagatelle in E-flat, Op. 126/3, 9 _I 6. 

9. See also ahead ex. 6.7, mm. r-8, ex. 6.9, mm. 67-74, an d 
ex. 7.6, mm. 1-8. Other examples: Haydn, Symphony No. 103 in 
E-flat (“Drumroll”), ii, 27-34; Haydn, String Quartet in C (“The 
Bird”), Op. 33/3, ii, 1-10; Mozart, String Quartet in B-flat, K. 
589, iii, 1-8; Beethoven, Piano Sonata in G, Op. 49/2, ii, 1-8. 

10. Of the hybrids illustrated in this chapter, exs. 5.3, 5.4, 5.5, 
and 5.8 function independently as the main theme of a movement. 
Exs. 5.1 and 5.2 form the first part of a small binary; ex. 5.7, the A' 
section of a small ternary; and ex. 5.6, the antecedent of a sixteen- 
measure period. 

11. The small ternary form and the strophic song form are 
additional contexts suitable for the use of a hybrid whose basic idea 
appears only once. See William E. Caplin, “Hybrid Themes: To¬ 
ward a Refinement in the Classification of Classical Theme 
Types,” Beethoven Forum 3 (1994): 163-64. 

12. Thus a sixteen-measure compound theme must be distin¬ 
guished from a simple eight-measure theme consisting of sixteen 
notated measures (R = 2N), such as exs. 3.2 and 4.7. 

13. Compound hybrid themes appear seldom in the literature 
and thus require no special treatment here. See Beethoven, Piano 
Sonata in G, Op. 79, i, 1-12, for a compound sentential hybrid (8- 
m. compound basic idea + 4-m. continuation). 

14. A reinterpreted half cadence (see chap. 4) is frequently 
used to end the large-scale antecedent, which often gives the 
strong impression of having modulated to the dominant region. 
See Mozart, Piano Trio in B-flat, K. 302, i, 1-20; Mozart, Violin 
Sonata in B-flat, K. 434, ii, 1-16. 

15. What is defined here as a sixteen-measure period is fre¬ 
quently termed a “double period” in a number of standard text¬ 
books (see Berry, Form in Music , 22-23; Green, Form in Tonal 
Music, 63-65; Kohs, Musical Form, 66-67). Unfortunately, double 
period implies a form made up of two periods or of a period within 


a period. Since that situation rarely occurs in classical themes (for 
an exception, see n. 22), the term is not used in this book. 

16. As will be discussed later, the “return of the basic idea” 
associated with a four-measure consequent would obscure the ar¬ 
ticulation of a higher-level consequent. 

17. Other examples: Haydn, String Quartet in E, Op. 54/3, 
iv, 1—16; Mozart, Piano Trio in E, K. 542, iii, 1-16; Beethoven, 
Violin Sonata in AMinor, Op. 23, iii, 1-20. 

18. The notion of abandoning a cadence is explained and il¬ 
lustrated in chap. 8. 

Other example: Haydn, Symphony No. 83 in G Minor (“The 
Hen”), ii, 1-16. 

19. Other examples: Haydn, Symphony No. 104 in D (“Lon¬ 
don”), i, 1-16; Mozart, Piano Sonata in B-flat, K. 3 3 3/315C, i, 
23-38; Beethoven, Bagatelle in E-flat, Op. 126/3, 1-16. 

20. Other example (of a significantly altered consequent): 
Haydn, String Quartet in F, Op. 77/2, i, 1-16. 

21. Other examples: Mozart, String Quartet in C (“Disso¬ 
nance”), K. 465, iv, 1—16; Mozart, Piano Sonata in F, K. 332/300!-:, 
i, 41-56. 

22. For one such exception, see Mozart, Violin Sonata in E- 
flat, K. 481, i, 69-84. 

23. It is not immediately clear why hybrid type 2 (antecedent 
+ cadential) rarely appears as a constituent of the sixteen-measure 
period (except occasionally in the consequent unit). Perhaps the 
reason lies in the tendency for the cadential phrase of this hybrid 
to close with an authentic cadence (with its four principal har¬ 
monies), rather than with a half cadence, which is typically used for 
projecting a large-scale antecedent function. 

24. Other example: Mozart, Symphony No. 36 in C (“Linz”), 
K. 425, i, 20-42. 

25. With the sixteen-measure sentence, the term compound 
basic idea comes entirely into its own. The function of a repeated 
compound basic idea within that form is identical to the repeated 
simple idea of an eight-measure sentence. 

26. Other examples: Mozart, Symphony No. 41 in C 
(“Jupiter”), K. 551, iii, 1-16; Mozart, String Quartet in A, K. 464, 
i, 1-16; Mozart, Piano Quartet in G Minor, K. 478, i, 1-16. The 
sixteen-measure sentence seems to be a favorite theme-type for be¬ 
ginning a classical concerto. Mozart uses the form at the start of 
four of his mature piano concertos (in B-flat, K. 450, in G, K. 453, 
in D Minor, K. 466, and in C, K. 503). Beethoven uses the com¬ 
pound sentence to open his first three piano concertos and also his 
violin concerto. 

27. The same ratio is also seen frequently in the simple 
eight-measure sentence, in which the two-measure basic idea is 
fragmented into one-measure units at the beginning of the contin¬ 
uation phrase. 

28. Other examples: Haydn, String Quartet in C (“Em¬ 
peror”), Op. 76/3, iv, 1-12; Haydn, Piano Sonata in E-flat, Hob. 
XVL49, i, 1-12. 

29. Other example: Beethoven, Piano Concerto No. 2 in B- 
flat, Op. 19, i, 1-16. 

Chapter 6 

1. The small ternary form as defined in this study has been 
described by theorists and historians in a wide variety of ways. 
Some understand the form to be essentially tripartite and use such 
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terms as “small ternary” (Schoenberg, Musical Composition, 119 25) 
or “three-part song form” ( dreiteiliges Lied) (Ratz, Musikalische For- 
menlebre , 25-28). Others see the form as essentially bipartite, such 
as Leonard Ratner’s concept of the “small two-reprise form” ( Classic 
Music, 209 -16). Many theorists employ both binary and ternary la¬ 
bels, such as Berry ( Form in Music, 41, 48) and Kohs ( Musical Form, 
hi- 19), who view the “rounded binary” and the “incipient 
ternary” as roughly the same form (see also Green, Form in Tonal 
Music, 87). Denes Bartha, “Liedform-Probleme,” in Festskrift Jens 
Peter Larsen, ed. Nils Schiorring, Henrik Glahn, and Carsten E. 
Hatting (Copenhagen: Wilhelm Hansen, 1972), 317-37, summa¬ 
rized in “Song Form and the Concept of ‘Quatrain,’” in Haydn 
Studies, ed. Jens Peter Larsen, Howard Serwer, and James Webster, 
353-55 (New York: Norton, 1981), sees the form as a four-part 
structure and describes it using his concept of “quatrain,”’ which he 
also uses for die sentence form (see chap. 3, n. 1). 

2. Interior theme is first defined in connection with the large 
ternary form (chap. 14) and further discussed in connection with 
the various rondo forms (chap. 16). 

3. As briefly discussed in chap. 1, tight-knit organization 
arises from harmonic-tonal stability, clear-cut cadences, motivic 
unity, functional efficiency, and symmetrical groupings. The com¬ 
panion concept of loose organization arises from harmonic-tonal 
instability, lack of cadence, motivic diversity, functional ineffi¬ 
ciency or ambiguity, and asymmetrical groupings. I develop these 
general criteria more fully toward the close of this chapter. 

4. Some theorists identify fundamentally different forms 
based on whedier the first section modulates or else remains in the 
home key (e.g., Green’s distinction between “continuous” and 
“sectional” forms [Form in Tonal Music, 74]). To be sure, the tonal 
organization of the A section—be it modulating or not-—has 
major consequences (both tonal and phrase structural) for the re 
mainder of the theme. Nevertheless, I recognize the small ternary 
as a single formal type because of the many other functional fea¬ 
tures that do not depend on this tonal distinction. 

5. The only exception to this rule is found in a small number 
of ternaries by Haydn, in which the A section ends with a half ca 
dence. See Symphony No. 92 in G (“Oxford”), ii, 7-8; String 
Quartet in E-flat, Op. 76/6, i, 7-8. As discussed in chap. 7, an ap¬ 
parent A section ending with a half cadence is more typical of a 
small binary than a small ternary. 

6. See ahead exs. 6.5 and 6.8 for A sections built as a non¬ 
modulating period. The exposition of ex. 6.9 is best analyzed as a 
periodic hybrid (compound basic idea + consequent) because the 
implied half cadence in m. 70 is undermined by the tonic pedal, 
which continues until just before the final cadence. 

7. See ahead exs. 6.2 and 6.11 for cases of modulating A 
sections. 

8. See ahead ex. 6.4 for an A section constructed as a regular 
eight-measure sentence. The exposition of ex. 6.6 is a sentential hy¬ 
brid made up of a compound basic idea followed by a continuation. 

9. The sixteen-measure period of ex. 5.14, for instance, 
serves as the A section of a small ternary. See also Haydn, String 
Quartet in D (“The Lark”), Op. 64/5, ii, 1-16. 

10. See ex. 6.7, examined later in the section on “compressed 
recapitulation.” 

11. For an exposition of a small ternary built as an incom¬ 
plete theme, see Haydn, Symphony No. 76 in E-flat, iv, 1-4. 

12. Since this idea has the same harmony and rhythm of 


mm. 1-2, it is interpreted here as a repetition of the basic idea, 
but because of its differing contour, it could also be heard as a 
contrasting idea. 

13. Note how the accumulating melodic ascents in m. 3 com¬ 
pensate for the cadential nature of the basic idea. Thus, although 
an interpolation may not relate functionally to its surrounding ma¬ 
terial, it still can contribute important elements of functionality to 
a theme (cf. ex. 4.11, upbeats to mm. 3 and 8). This interpolation 
also has a certain “introductory” quality about it, as if die repeated 
basic idea were having trouble getting started again. 

14. See ahead ex. 6.10, m. 9, for anodier case of a closing sec¬ 
tion (consisting of a single codetta) at the end of a small-ternary 
exposition. 

15. In some highly exceptional cases in Beethoven, the con¬ 
trasting middle emphasizes tonic and even ends with that har¬ 
mony. See String Quartet in A, Op. 18/5, ii, 9-12; Rondo for 
Piano in C, Op. 51/1, i, 9-13. 

16. That the B section of a small ternary can sometimes be 
built as an eight-measure sentence, but not as an eight-measure 
period, suggests that the former is, in principle, looser than the 
latter. 

17. Ratz, Musikalische Formenlehre, 25. 

18. This rather colloquial term is a direct translation of 
Ratz’s Stehen aufder Dominante (Musikalische Formenlehre, 25). It is 
important in this connection to distinguish dominant prolonga¬ 
tion, which is a type of harmonic progression, from standing on 
the dominant, which is a label of formal function. 

19. Other examples: Haydn, Piano Trio in E-flat, Hob. 
XV:30, ii, 11-14; Mozart, String Quintet in E-flat, K. 614, ii, 9-12 
(very similar to the Eine kleine Nachtmusik theme just discussed); 
Beethoven, Piano Sonata in G, Op. 14/2, iii, 9-16; Beethoven, 
Piano Sonata in D (“Pastoral”), Op. 28, ii, 9-16 (features fragmen¬ 
tation and liquidation following the repeated new idea). 

20. Ratz sees the third statement of the idea as a departure 
from the norm (namely, that the B section usually features a single 
repetition of a new idea), and he claims that this extra repetition 
motivates further deviations in the recapitulation. The discussion 
of ex. 6.4 here owes much to Ratz’s insightful analysis of this 
theme {Musikalische Formenlehre, 26-28). 

21. Other examples: Haydn, Symphony No. 101 in D (“The 
Clock”), ii, 11-23; Mozart, Clarinet Quintet in A, K. 581, iv, 9-12; 
Beethoven, Violin Sonata in C Minor, Op. 30/2, ii, 17-20. 

22. Other examples: Haydn, Symphony No. 76 in E-flat, iv, 
9-12; Haydn, Symphony No. 104 in D (“London”), ii, 9-16; 
Mozart, Piano Sonata in D, K. 284/205!), iii, 9-12; Beethoven, 
Cello Sonata in G Minor, Op. 5/2, ii, 9-12. 

23. Other examples: Ilaydn, String Quartet in E-flat (“The 
joke”), Qp. 33/2, iv, 9-16; Haydn, Piano Sonata in C, Hob. 
XVL48, ii, 13-20; Mozart, Piano Concerto in C, K. 467, iii, 9-20. 

24. Other examples: Haydn, String Quartet in E-flat (“The 
Joke”), Op. 33/2, iv, 17-28; Haydn, String Quartet in C, Op. 
50/2, i, 13-20; Beethoven, Piano Concerto No. 3 in C Minor, Op. 
37, iii, 22-26. 

25. Thus the modulation to the dominant in the B section of 
ex. 6.11 (appearing later in the chapter) is somewhat unusual, 
since the A section has already confirmed that region as a subordi¬ 
nate key. 

26. A similar procedure occurs at m. 14 in ex. 6.4, where the 
dominant region is only tonicized. The seventh introduced at the 
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end of the section prohibits us from hearing the final harmony as a 
temporary tonic but, rather, reinforces its exclusively dominant 
function. 

2 7. Other examples: Haydn, Symphony No. 74 in E-flat, ii, 
9-12; Haydn, String Quartet in E-flat, Op. 50/3, ii, 9-16; Mozart, 
Rondo for Piano in A Minor, K. 311,9-22; Beethoven, Piano Trio 
in E-flat, Op. 1/1, ii, 9-12. 

28. Other examples: Haydn, String Quartet in F, Op. 74/2, 
ii, 9-16; Beethoven, String Quartet in G, Op. 18/2, iv, 9-20. 

29. As I discuss in later chapters, a dominant arrival also oc¬ 
curs at the end of other loosely organized units, such as a transition 
(chap. 9) or a core of a development (chap. 10). 

30. Other examples: Haydn, Piano Trio in E Minor, Hob. 
XV: 12, iii, 21-22; Beethoven, Bagatelle in D, Op. 33/6, 12. 

31. Other example: Beethoven, String Quartet in E-flat 
(“Harp”), Op. 74, iv, 13-16. 

32. The dominant of the submediant is strongly related to 
the dominant of the home key because both harmonies contain the 
leading-tone (in this instance, G). Thus just as the sixth scale- 
degree functions as a tonic substitute, so can the dominant of this 
degree be understood as a substitute for the home-key dominant. 

33. In the transition that immediately follows this main 
theme (see ex. 9.8), the opening material of the B section appears 
again. This time, however, the implied resolution to the submedi¬ 
ant is realized, and a sudden fortissimo F-major chord initiates the 
subordinate theme. 

34. Additional cases of tonal adjustment can be seen in the A' 
sections of exs. 6.1, 6.2, 6.7, and (ahead) 6.11. 

35. Other examples: Haydn, String Quartet in D (“The 
Lark”), Op. 64/5, ii, 23-34; Beethoven, Piano Sonata in A, Op. 
2/2, ii, 13-19; Beethoven, Piano Sonata in D (“Pastoral”), Op. 28, 
ii, 17-22. 

36. Other examples: Haydn, Symphony No. 84 in E-flat, ii, 
13-16; Beethoven, Cello Sonata in G Minor, Op. 5/2, ii, 13-16. 

37. Other example: Mozart, Piano Sonata in D, K. 284/ 
205b, iii, 14-17. 

38. Ratz, Musikalische Formenlehre , 27. Further in connection 
with this example, Ratz notes that writing a simple four-measure 
consequent-like phrase for the recapitulation is not easy when the 
exposition is constructed as a sentence: “The structure of the third 
part [of a small ternary] is significantly more complicated when tire 
first is built as an eight-measure sentence. Here, the fundamental 
difference between the two types of structure [period and sen¬ 
tence] is especially clear. Since the consequent phrase of the period 
represents a varied repetition of the antecedent phrase, the third 
part of the small ternary can be confined to the stating of the an¬ 
tecedent or consequent or some analogous combination of the two 
that suits the harmonic requirements. On the contrary, the two 
parts of the eight-measure sentence (2 x 2) + 4 are not similar: the 
two-measure basic idea and its repetition give the premises to 
which conclusions are drawn in the continuation phrase. There¬ 
fore, it is not possible simply to use only one of the two halves; 
rather, another course must be followed” (p. 26). 

39. By developing one motive of the basic idea in the A sec¬ 
tion and another in the A' section, Beethoven realizes one of Ratz’s 
“laws of artistic economy”: “if one of two possibilities is employed 
at a given place, then one endeavors to employ the other possibil¬ 
ity at an analogous place” ( Musikalische Formenlehre , 28). 

40. Other examples: Haydn, Symphony No. 104 in D (“Lon¬ 


don”), ii, 17-37; Haydn, Piano Trio in E-flat Minor, Hob. XV:3i, 
i, 17-32; Haydn, Piano Sonata in E-flat, Hob. XVT49, ii, 27-36. 

41. This generalization is perhaps open to debate. Since the re¬ 
capitulation minimally demands a return of the basic idea and a clos¬ 
ing perfect authentic cadence, one may argue that anything else is 
functionally redundant. Thus, paradoxically, a recapitulation orga¬ 
nized exactly like its preceding exposition might be considered 
looser than that exposition, and a compressed version of the recapit¬ 
ulation might be understood as equally tight knit as die exposition. 

Chapter 7 

1. Moreover, many theorists resist drawing a categorical dis¬ 
tinction between binary and ternary. Indeed, some find it possible 
to analyze a given theme as both a “rounded binary” and an “incip¬ 
ient ternary” (see chap. 6, n. 1). 

2. The notion of a specific small binary (zweiteiliges Lied) de¬ 
rives largely from Ratz ( Musikalische Formenlehre, 30), who, even 
more than Schoenberg, establishes this theme-type as conceptu¬ 
ally distinct from, but strongly related to, the small ternary. (Schoen¬ 
berg likely recognized and taught the small binary, but he does 
not discuss the form in either Musical Composition or Structural 
Functions.) 

3. For exceptions to this rule, see, chap. 6, n. 5. 

4. Ratz, Musikalische Formenlehre, 30. 

3. Letter labels cannot satisfactorily represent the form. The 
combination A-B would suggest, in regard to their meaning in the 
small ternary, a structure consisting of an exposition and a con¬ 
trasting middle. Likewise, A-A' would suggest an exposition fol¬ 
lowed by a recapitulation. 

6. Of the examples discussed in this chapter, only ex. 7.5 de¬ 
viates from the norm. 

7. Exs. 7.3, 7.5, 7.6, and 7.8 begin with conventional theme- 
types. 

8. See ahead exs. 7.4 and 7.7 for first parts that end with a 
half cadence. 

9. Hybrid type 1 (antecedent + continuation) usually closes 
with an authentic cadence but may sometimes close with a half ca¬ 
dence, especially when serving as the antecedent of a compound 
period. 

10. In this respect I disagree with Ratz, who holds that “the 
small binary (8 + 8) is differentiated from the small ternary above 
all by the absence of a functionally contrasting middle section” 
( Musikalische Formenlehre, 30). Rather, these forms differ on the 
presence or absence of a recapitulation function. 

11. See ahead exs. 7.2, 7.4, and 7.8 for second parts that 
begin with contrasting material. 

12. Other examples: Haydn, Symphony No. 84 in E-flat, 
iv, x —16; Mozart, Piano Sonata in B-flat, K. 570, ii, 32-39 
(R = Z N). 

13. See the remarks by Ratz, chap. 6, n. 38. 

14. Other examples: Mozart, Piano Sonata in D, K. 284/205^ 
iii, var. 7 ( minore ), 14-17; Beethoven, Seven Variations for Piano on 
“God Save the King,” WoO 78, var. 5 {minore), 12-14. 

15. See chap. 2, ex. 2.7I1, for a discussion of the unusual func¬ 
tion of this diminished seventh chord. 

16. Other examples: Haydn, Piano Sonata in E Minor, Hob. 
XVL34, iii, 1 — 18; Beethoven, Violin Sonata in D, Op. 12/1, ii, 
17-24; Beethoven, Piano Sonata in C Minor, Op. in, ii, 13-16. 
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17. Other examples: Haydn, Piano Trio in G, Hob. XV: 15, ii, 
1 ~ 16; Mozart, Piano Trio in G, K. 564, ii, 1-16; Mozart, Piano 
Sonata in C, K. 330/300I1, ii, 1--20. 

The second part of ex. 7.2 might also be seen to belong to 
this category, since the phrase following the contrasting middle be¬ 
gins with dominant harmony (m. 21). But this dominant resolves 
directly to the tonic in the following measure, thereby giving the 
impression that the entire two-measure idea is supported essen¬ 
tially by tonic harmony. As a result, the sense of a “consequent” for 
the phrase as a whole seems more compelling for this example 
than for ex. 7.6, whose dominant is salient throughout the first 
two-measure idea of the final phrase (mm. 13-14). 

18. For an example of a periodic second part, see Haydn, 
Piano Sonata in D, Hob. XVL33, iii, 9-16. 

19. Other examples: Beethoven, Violin Sonata in G, Op. 96, 
iii, 1--32; Beethoven, Thirty-Three Variations for Piano (“Dia 
belli”), Op. 120, theme. 

Chapter 8 

1. In major-mode works, the subordinate key is normally the 
dominant region; in minor-mode works, it is the relative major, oc¬ 
casionally the minor dominant. From his middle period on, 
Beethoven sometimes used mediant relations, such as III or !>VI, to 
produce the subordinate key in major-mode works. 

2. Rosen, The Classical Style, 70. 

3. The term subordinate theme is taken from Schoenberg ( Musi¬ 
cal Composition, 183) and is a translation of the standard German ex¬ 
pression Seitensatz. English writing on sonata form more frequently 
speaks of a “second theme” or “second subject.” This terminology, 
however, suggests a numbering scheme starting from the “first 
theme” (i.e., main theme) that often cannot be sustained in analysis. 
A given subordinate theme is not necessarily the literal “second” 
theme of a movement. The notion of a “subordinate” theme— 
which, needless to say, does not imply a theme of inferior aesthetic 
value—has the advantage of relating directly to the expression “sub¬ 
ordinate” key, the tonal region confirmed by diis theme. 

4. Carl Czerny, School of Practical Composition, trans. John 
Bishop, 3 vols. (ca. 1848; reprint, New York: Da Capo, 1979), 1:35; 
Adolph Bernhard Marx, Die Lehre von der musikalischen Komposi - 
tion, 5th ed., 3 vols. (Leipzig: Breitkopfund Hartel, 1879), 3:282. 

5. Ratner, Classic Music, 217-21; James Webster, “Sonata 
Form,” The New Grove Dictionary of Music and Musicians, 17:497-98. 

6. The notion that the subordinate key creates a large-scale dis¬ 
sonance is noted prominently by Rosen, but the idea largely derives 
from Schenker’s understanding of fundamental tonal organization. 

7. Schoenberg, Musical Composition, 184; Ratz, Musikalische 
Formenlebre, 30-32. 

8. Subordinate theme function in a minuet is not discussed 
here but is treated in detail in chap. 15. 

9. The rare use of ternary functions in subordinate themes 
cannot be easily explained. It would seem to be almost a general 
principle for the classical composers that once melodic material is 
abandoned in the subordinate-theme area, that material is not 
brought back (as could happen with a ternary recapitulation). On 
the contrary, romantic composers frequently reintroduce subordi ¬ 
nate-theme ideas in this part of the form, and thus their subordi¬ 
nate themes often have a ternary design. On occasion, subordinate 
themes display a tripartite structure recalling elements of the small 


ternary form, as in Haydn, Piano Sonata in F, Hob. XVL23, iii, 
17-40. See also the discussion of Beethoven’s First, Third, and 
Ninth Symphonies in Caplin, “Structural Expansion.” 

10. The subordinate theme of Haydn’s String Quartet in G 
Minor (“The Rider”), Op. 74/3, i, ends with an imperfect authen¬ 
tic cadence (m. 54). A series of codettas continues to prolong the 
third scale-degree in the soprano, with melodic closure to the 
tonic achieved only with the final codetta of the exposition (m. 78). 
The immense first subordinate theme in the opening movement of 
Beethoven’s Piano Sonata in B-flat (“Hammerklavier”), Op. 106, 
also ends exceptionally with an imperfect authentic cadence (see 
Caplin, “Expanded Cadential Progression,” 237-42, ex. 6a). As ex¬ 
plained in chap. 16, a number of subordinate themes in 
Beethoven’s rondo forms fail to close with any cadence. 

11. For most instrumental genres, the upper limit for the 
group is three subordinate themes. With the concerto, however, 
the appearance of four or five themes is not out of the question. 
See the first movement of Beethoven’s Piano Concerto No. 1 in C, 
Op. 15, for a group containing five different subordinate themes 
(the third of which is even repeated and highly expanded). The 
presence of large subordinate-theme groups in concertos is due 
most likely to the need for providing sufficiently contrasting mate¬ 
rial to set up a variety of oppositions between the solo part and the 
orchestral accompaniment. 

12. A similar extension of presentation within a I-II-V pro¬ 
gression appears at the beginning of the subordinate theme in the 
first movement of Mozart’s String Quartet in D, K. 575, 32-44, 
and in his Overture to Don Giovanni, K. 527, 56-61, both of which 
are in the same key as the sonata. In addition, the extended presen¬ 
tation in all three works is preceded by a nonmodulating transition 
(see chap. 9) and is followed by a continuation phrase that delays 
fragmentation (see the later discussion of this issue in connection 
with the sonata). Further similarities between the quartet, K. 575, 
and the sonata, K. 576, are cited in n. 57. 

13. Beethoven particularly favors this loosening device in his 
piano sonatas. See Sonata in C Minor, Op. 10/1, i, 56-71, and ii, 
24- 31; Sonata in E, Op. 14/1, i, 23-38; Sonata in B-flat (“Ham¬ 
merklavier”), Op. 106, i, 47-62 (the last is examined in Caplin, 
“Expanded Cadential Progression,” 237-42). 

14. Other examples: Mozart, Piano Sonata in B-flat, K. 
333/3t5 c , iii, 25-28; Beethoven, Piano Sonata in C Minor, Op. 
10/1, ii, 24-27. 

15. Other examples: Beethoven, Symphony No. 9 in D 
Minor, Op. 125, i, 120-27 (Caplin, “Structural Expansion,” 50- 
51); Beethoven, Piano Sonata in D Minor, Op. 31/2, i, 42-55; 
Beethoven, Piano Sonata in B-flat (“Hammerklavier”), Op. 106, i, 
47-62 (Caplin, “Expanded Cadential Progression,” 237-42). 

16. See ex. 8.15, mm. 18-20, discussed later in the section on 
“beginning with standing on the dominant.” 

17. Some nonconventional main themes also have individual 
phrases devoted to continuation and cadential function; see ahead 
ex. 13.1. See also Beethoven, Piano Sonata in C Minor, Op. 10/1, 
x, 1-22. 

18. Theoretically, a sequential progression can continue in¬ 
definitely. In practice, however, most sequences lead toward a con¬ 
ventional harmonic goal, one that varies according to the particu¬ 
lar sequential pattern and the formal context in which it occurs. 

19. See also ahead ex. 8.6, mm. 22-26, ex. 8.14, mm. 46-49, 
and ex. 8.16, mm. 44-48. 
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20. Other example: Haydn, Piano Sonata in A, Hob. XVL26, 
i, 11-17. 

21. Rarely, if ever, does an initiating function (presentation 
or compound basic idea) follow directly on an unrealized perfect 
authentic cadence. 

22. This same procedure was already discussed in chap. 3 as a 
deviation technique in connection with tight-knit main themes; see 
ex. 3.13, m. 8. 

23. Other examples: Mozart, Piano Sonata in B-flat, K. 333/ 
315c, iii, 32; Beethoven, Piano Sonata in C Minor, Op. 10/1, ii, 76. 

24. If the final chord of the progression groups with the sub¬ 
sequent material and thus represents not a goal but, rather, a new 
beginning, then the potential authentic cadence is evaded, a situa¬ 
tion to be discussed shortly. 

23. For a deceptive cadence that substitutes for an imperfect 
authentic cadence, see Haydn, Piano Sonata in A, Hob. XVL26, i, 18. 

26. A number of theorists describe the phenomenon of 
evaded cadence: some use the identical term (Kohs, Musical Form, 
49-50), and others speak of an “avoided cadence” (Berry, Form, in 
Music, 9). Schmalfeldt, “Cadential Processes,” provides extensive 
treatment of the phenomenon. 

27. If a melodic closure truly brings the end of the prevailing 
phrase-structural processes, then the effect is one of deceptive ca¬ 
dence (assuming a substitute for the final tonic), not evaded cadence. 

28. Sometimes, however, a I 6 replacing a final cadential tonic 
groups with the ongoing cadential progression, thus creating a 
genuine deceptive cadence, not an evaded cadence; see ahead ex. 
12.4, mm. 137 and 139, as discussed in chap. 12, n. 13. Schmalfeldt, 
on the contrary, characterizes this situation as an evaded cadence, 
albeit of the “deceptive type” (“Cadential Processes,” 13-14). 

29. For example, see Beethoven, Symphony No. 1 in C, Op. 
21, i, 68-69 (discussed in Caplin, “Expanded Cadential Progres¬ 
sion,” 234-36). 

30. Schmalfeldt, “Cadential Processes.” 

31. See ahead ex. 8.12, m. 88, for an additional case of caden¬ 
tial evasion involving a root-position tonic and the “one more time” 
technique. In such situations, the performer can be decisive in help¬ 
ing project the cadential evasion by making sure not to allow the 
event following the cadential dominant to sound like the goal of the 
prevailing phrase. Instead, a slight breath ( Luftpause ) before this 
event can help make the event sound like a new beginning. 

32. One exception involves the occasional use of a VI imme¬ 
diately preceding the I 6 of either a deceptive or an evaded cadence 
(see ex. 2.9c). But even here, the chordal seventh in the bass voice 
of the inverted dominant can be explained as a passing tone, and 
the V 2 can be understood as an embellishment of a root-position 
dominant. 

33. The phenomenon of abandoned cadence seems not to be 
discussed in the theoretical literature. In my "Expanded Cadential 
Progression,” 243 ,1 call this cadential situation a “foiled” cadence. 
The idea of foiling, however, suggests the interposition of some 
outside force standing in the way of the cadence. But the cadential 
weakening brought about by inverting (or omitting) the dominant 
suggests more the notion of that harmony’s “giving up” its 
promised cadential function. For this reason, I now prefer the term 
abandoned cadence as a more apt characterization of this loosen¬ 
ing procedure. 

34. Other examples: Mozart, Piano Concerto in F, K. 459, iii, 
179-83; Beethoven, Symphony No. 3 inE-flat (“Eroica”), Op. 55, 


i, 127-44 ( see Caplin, “Structural Expansion,” 42-43); Beethoven, 
Piano Sonata in C, Op. 2/3, i, 61-69. 

35. A subordinate theme may, however, include an expanded 
cadential progression supporting a continuation=>cadential phrase. 

36. A number of the most interesting and impressive exam¬ 
ples of cadential expansion are discussed in Caplin, “Expanded Ca¬ 
dential Progression,” and “Structural Expansion.” To avoid redun¬ 
dancy and save space, these passages are not reproduced again in 
this book but are cited where appropriate. 

37. The cadential six-four has the same intervallic structure 
and scale-degree content as the more consonant “tonic six-four.” 
Thus, despite its broader dissonant function (in a prolongation of 
V), the cadential six-four possesses a moderate degree of har¬ 
monic stability to sustain prominent expansion. 

38. Other examples; Mozart, Piano Concerto in C, K. 467, i, 
188-93; Beethoven, Symphony No. 3 in E-flat (“Eroica”), Op. 55, 
i, 77-82 (see Caplin, “Structural Expansion,” 41); Beethoven, 
Piano Sonata in C Minor, Op. 10/1, i, 82-93. 

39. See ahead ex. 8.14, mm. 50-54, for a case of pre-dominant 
expansion (II 6 , further embellished by VII 7 /V) within a cadential 
phrase. Other examples: Haydn, Piano Sonata in A, Hob. XVI: 
26, i, 19-22 (see Caplin, “Expanded Cadential Progression,” 228); 
Mozart, Violin Sonata in E Minor, K. 304/300C, i, 53-56; 
Beethoven, String Quartet in F, Op. 18/1, i, 78-81. 

40. Even when the cadential progression begins with tonic in 
root position, there is often a prominent move to first inversion 
shortly thereafter. For a discussion of “conventionalized signs,” see 
Janet M. Levy, “Texture -as Sign in Classic and Early Romantic 
Music,” Journal of the American Musicological Society 35 (1982): 
482-531. 

41. See also ahead ex. 8.18, mm. 43-50, in which the I 6 is 
prolonged by neighboring VIIl chords substituting for the more 
conventional V2. Other examples: Haydn, String Quartet in F, Op. 
77/z, i, 48-51; Mozart, Violin Sonata in B-flat, K. 454, i, 44-45. 

42. See Beethoven, Symphony No. 1 in C, Op. 21, i, 
69-77; Beethoven, Piano Sonata in B-flat (“Hammerklavier”), 
Op. 106, i, 75-100 (see Caplin, “Expanded Cadential Progres¬ 
sion,” 237-42), 

43. Other examples: Mozart, Violin Sonata in E-flat, K. 481, 

i, 37-68; Beethoven, Symphony No. 1 in C, Op. 21, i, 53-77, and 
Piano Sonata in B-flat (“Hammerklavier”), Op. 106, i, 63-74. 

44. When conflicting musical characteristics make for func ¬ 
tional ambiguity, we must, of course, consider the actual temporal 
location as a cue for formal interpretation. 

45. The issue of how a particular passage can express a for¬ 
mal function independent of its actual temporal location is compli¬ 
cated and worthy of considerably greater study than that at¬ 
tempted here. Jonathan Kramer’s discussion (“Beginnings, Ending, 
and Temporal Multiplicity,” chap. 6 in Time of Music) is particularly 
valuable. See also Agawu, Playing with Signs, 103; and Janet M. 
Levy, “Gesture, Form, and Syntax in Haydn’s Music,” in Haydn 
Studies, ed. Jens Peter Larsen, Howard Serwer, and James Webster 
(New York: Norton, 1981), 355-62. 

46. Other example: Haydn, String Quartet in G, Op. 54/1, 

ii, 35-52. The unusual ascending minor diird sequence featured at 
die beginning of this theme is an interesting precedent for the 
Beethoven example (8.12) just discussed. 

47. Odier example: Mozart, Piano Sonata in B-flat, K. 
333 / 3 I 5 V hi, 24-29. 
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48. Other example: Beethoven, Cello Sonata in A, Op. 69, iii, 
46-61. 

49. An excellent study by Bathia Ghurgin, “Harmonic and 
Tonal Instability in the Second Key Area of Classic Sonata Form,” 
in Convention in Eighteenth- and Nineteenth-Century Music: Essays in 
Honor of Leonard G. Ratner, ed. WyeJ. Allanbrook, Janet M. Levy, 
and William P. Mahrt (Stuyvesant, NY: Pendragon, 1992), 23-57, 
treats subordinate themes beginning on dominant harmony along 
with some of the other issues of harmonic-tonal loosening dis¬ 
cussed here (such as modal shift, tonicization of remote regions, 
and modulating subordinate theme). 

50. In some particularly ambiguous cases, it is difficult to tell 
whether the standing on the dominant belongs to the transition or 
to the subordinate theme. This issue is raised again in chap. 13, 

51. That this formal reading yields a veiy short transition is 
not problematic. Rondo forms typically de-emphasize transition 
function, sometimes even omitting it from the exposition entirely 
(see chap. 16). 

52. Perhaps because he is resistant to the idea that a subordi¬ 
nate theme could begin with a standing on the dominant, Leo 
Treitler reads this entire passage as a “kind of transition” and the 
new material at m. 54 as a “second subject.” See his “Mozart and die 
Idea of Absolute Music,” chap. 7 in Music and the Historical Imagina¬ 
tion (Cambridge, MA: Harvard University Press, 1989), 208. Don¬ 
ald Francis Tovey suggests a similar view in Essays in Musical Analy¬ 
sis , 7 vols. (London: Oxford University Press, 1935-39), 

53. An additional difficulty arises from the question of 
whether each real measure equals a notated measure or one-half a 
notated measure. From a purely formal perspective, the former 
seems to be the preferred interpretation. Rothstein, however, gives 
a convincing analysis of hypermeter in this movement within the 
measure, thus effectively understanding that R = /. N (Phrase 
Rhythm , 170-73). Moreover, at one point, the music shifts by half 
a notated measure (cf. second half of m. 15 with first half of m. 17), 
as so often happens when R = Vi N. 

54. As defined in chap. 6, a dominant arrival can be said to 
occur when the final dominant harmony of a passage is inverted, 
contains a dissonant seventh, or precedes the moment in time rep¬ 
resenting the end of the prevailing melodic, rhythmic, and group¬ 
ing processes (the last case being a “premature” dominant arrival). 

55. To simplify the rest of the discussion, all further refer¬ 
ences to internal half cadences assume the possibility of that ca¬ 
dence’s being replaced by a dominant arrival. 

56. Other example: Mozart, Piano Sonata in C Minor, K. 
457 . iii. 6 9 - 

57. Other examples: Haydn, Trumpet Concerto in E-flat, 
Hob. VIIe:i, i, 60-83; Haydn, Piano Trio in E-flat, Hob. XV29, 
iii, 91 —121; Beethoven, Piano Sonata in F, Op. 10/2, i, 19-55; 
Beethoven, Piano Sonata in C Minor (“Pathetique”), Op. 13, iii, 
37-43. A subordinate theme organized along lines almost identi ¬ 
cal to ex. 8.16 can be found in the last movement of the same com¬ 
poser’s String Quartet in D, K. 575, 32-58. The identity of key, 
the close dates of composition, and the similarities of form, har¬ 
monic progression, and rhythmic configurations (the new continu¬ 
ation features triplet arpeggiations in an alternation of I 6 and VI) 
suggest overwhelmingly that one of these works served as the 
model for the other. (Other similarities between the two works 
were mentioned in n. 12.) 

58. Some reasons for the rule requiring perfect authentic clo¬ 


sure for a subordinate theme have already been brought forward, 
including the notion that the theme needs to confirm fully the sub¬ 
ordinate key. In addition, it can be observed in the repertory that a 
movement containing a single subordinate theme never ends with 
a half cadence. Perhaps the best reason, though, is a pragmatic 
one: by holding 011 to the idea that a subordinate theme must end 
with a perfect authentic cadence, it is possible to delineate pre¬ 
cisely and consistently a wide range of form-functional situations 
that can arise in an exposition. Allowing a subordinate theme to 
end with a half cadence raises considerable difficulties, particularly 
in trying to clarify the relation of a subordinate theme to its prior 
transition. 

59. The idea that the boundaries of a subordinate theme can 
be defined in reference to a “catchy tune” or a “lyrical melody” 
runs counter to the basic premises of this study. To be sure, 
melodic salience is an important aesthetic category, and the loca¬ 
tion of such a melody in relation to its formal context has been, 
and continues to be, significant for the history of style. But basing 
a category of musical form on such melodic criteria creates a host 
of problems, both theoretical and analytical. 

60. See also ex. 9.14. Other examples: Haydn, Symphony 
No. 85 in B-flat (“La reine”), i, 62-96; Mozart, Violin Sonata in 
F, K. 547, ii, 32-64; Beethoven, String Quartet in C Minor, Op. 
18/4, i, 34-70. 

61. See Haydn, Piano Trio in E-flat, Hob. XV29, iii, 55-58. 

62. A11 extensive literature has grown around the rhythmical 
problems that ensue from Mozart’s preceding the actual start of 
the theme (a sixteen-measure sentence) with an introductory mea¬ 
sure (see Lerdahl and Jackendoff, Generative Theory, 22-25). 

63. In those relatively few cases in the classical literature in 
which both the main and subordinate themes reside in the minor 
mode, a modal shift to major in the subordinate theme is not nor¬ 
mally encountered. 

64. One case of modal shift in a main theme is discussed 
ahead in connection with ex. 12.10b. Other examples of modal 
shift in main themes can be found in Mozart’s Piano Concerto in 
C, K. 503, i, 17, and his String Quintet in C, K. 515, i, 21. Both 
these works, especially the latter, feature long and loosely orga¬ 
nized main themes. A startling example appears in the opening of 
the slow movement of Mozart’s Violin Sonata in A, K. 526, where 
the main theme not only shifts from major to minor but also ca¬ 
dences in that mode at the end of the theme. The main theme 
from the opening movement of Beethoven’s Waldstein sonata also 
begins in major and closes in minor, signaling from the start a con¬ 
flict between major and minor that pervades the movement, only 
to be resolved toward the end of the coda (esp. mm. 291-94). 

65. Unfortunately, the examples chosen for this chapter do 
not illustrate the wide variety of formal situations in which a modal 
shift can appear. Other contexts can include a repetition of a basic 
idea in a presentation (Haydn, Piano Sonata in F, Hob. XVL23, iii, 
19), the beginning of a continuation (Beethoven, Symphony No. 3 
in E-flat [“Eroica”], Op. 55, i, 91), and an internal dominant arrival 
and subsequent continuation (Mozart, Piano Concerto in B-flat, 
R. 456, i, 117). 

66. Other examples: Haydn, Symphony No. 85 in B-flat (“La 
reine”), i, 62; Haydn, Symphony No. 102 in B-flat, ii, 9; Mozart, 
Piano Concerto in D Minor, K. 466, iii, 92; Mozart, Piano Sonata 
in F, K. 332/300^ iii, 50; Beethoven, Piano Sonata in C Minor 
(“Pathetique”), Op. 13, i, 41. Rosen considers the use of the minor 
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dominant at the opening of the second key as a stereotype of the 
mid-eighteenth century that quickly died out in the high classical 
style ( Sonata Forms, 153-34 an< ^ J 4 < ’> n - 3 )- Yet some prominent ex¬ 
amples in Haydn, Mozart, and Beethoven suggest that the tech¬ 
nique continued to be an important way of introducing a modal 
shift in a subordinate theme throughout the classical period. See 
also Churgin, “Harmonic and Tonal Instability,” 35-37. 

67. In Mozart’s Piano Concerto in F, K. 459, ii, the second of 
two subordinate themes resides entirely in minor until the final 
tonic of the cadence (m. 74) shifts the music back to major. 

68. The expression is coined by Ratz, who considers the 
m.odulierender Seitensatz to be one of two principal categories, the 
other being subordinate themes that reside in the dominant but 
that feature a different construction from the main theme 
( Musikalische Formenlehre, 30-31). With such a fundamental dis¬ 
tinction, Ratz surely exaggerates the importance and frequency of 
appearance of modulating subordinate themes. Moreover, the two 
examples that he discusses (the slow movements of Beethoven’s 
Piano Sonatas in A, Op. 2/2, and in E-flat, Op. 7) should not even 
be considered subordinate themes, since they function more as 
development sections. 

69. But see the modulating subordinate themes in Haydn, 
Symphony No. 45 in F-sharp Minor (“Farewell”), i, and Mozart, 
Piano Sonata in A Minor, K. 3io/3ood, iii. 

70. James Webster, “Schubert’s Sonata Form and Brahms’ 
First Maturity,” Nineteenth-Century Music 2 (1978): 18-35, and 3 
(1979): 52-71; Rosen, Sonata Forms , 246-61; Rey M. Longyear 
and Kate R. Covington, “Sources of the Three-Key Exposition,” 
Journal of Musicology 6 (1988): 448-70; Churgin, “Harmonic and 
Tonal Instability,” 24-25, 49-53. 

71. For an exception, see ahead ex. 14.1, in which the first of 
two subordinate keys is confirmed cadentially at m. 17. 

72. Rosen gives an excellent account of how the “second key” 
often represents an “inner expansion” of some tonal region on the 
road toward the dominant ( Sonata Forms, 246-61). 

73. By contrast, there is little need for an internal half ca¬ 
dence in the modulating theme of ex. 8.18, because the dominant 
harmony is emphasized sufficiently as both the second link in the 
sequential chain (mm. 39-42) and the accented neighbor to the 
cadential I 6 . 

74. Other examples: Beethoven, Symphony No. 8 in F, Op. 
93, i; Beethoven, Piano Concerto No. 5 in E-flat (“Emperor”), 
Op. 73, i; Beethoven, Piano Sonata in D, Op. 10/3, i. 

75. As discussed on several occasions already, a half cadence 
does not bring sufficient confirmation of the subordinate key to 
create closure for a subordinate theme (see n. 58). 

76. A detailed investigation of how loosening devices can be 
distributed in a group of subordinate themes and the nature of the 
ensuing overall form exceeds the bounds of this study. 

77. An extreme case is seen ahead in ex. 8.19, where the bas¬ 
soon in m. 53 provides an upbeat figure to the elided m. 54. 

78. Here, the term overlap is preferable to elision, since nei¬ 
ther a formal event nor a measure of time is being omitted; see 
chap. 4, n. 9. Hypermetrical conflicts that can arise from accompa- 
nimental overlaps are studied by Roger Kamien in “Conflicting 
Metrical Patterns in Accompaniment and Melody in Works by 
Alozart and Beethoven: A Preliminary Study,” Journal of Music 
Theory 37 (1993): 311-48. 

79. For an example of a tight-knit theme occupying a medial 


position in a group, see Mozart, Piano Concerto in F, K. 459, iii, 
203-18. 

80. Other examples: Mozart, Piano Sonata in F, K. 332/300^ 
i, 41-56; Beethoven, Piano Sonata in C (“Waldstein”), Op. 53, i, 
35 - 50 - 

81. Other example: ITaydn, Piano Trio in C, Hob. XV:2j, i, 
82-89. 

82. Rothstein is one of the few theorists to propose a consis¬ 
tent concept of closing theme, namely, all the material of an expo¬ 
sition “following the first strongly articulated perfect cadence in 
the goal key” ( Phrase Rhythm, 116). Rising this definition, however, 
he frequently identifies as closing themes units that are defined in 
this study as genuine subordinate themes. 

83. The analytical application of “closing theme” has often 
created confusion between cadential function (which closes a 
theme) and postcadential function (which follows that structural 
close). Consider, for example, one part of Rosen’s “textbook” defi¬ 
nition of sonata form: “At the end of the second group, there is a 
closing theme (or several closing themes) with a cadential function. 
The final cadence of the exposition, on the dominant, may be fol¬ 
lowed by an immediate repetition of the exposition, or by a short 
transition leading back to the tonic” ( Sonata Forms, 2). What 
Rosen describes as a “cadential function” is usually postcadential, 
and his “final cadence” is most likely a codetta. Another instance of 
this confusion can be found in the labeling system devised byjan 
LaRue, Guidelines for Style Analysis, 2d ed. (Warren, MI: Harmonie 
Park Press, 1992), chap. 7, and followed by many subsequent his¬ 
torians (e.g., Eugene Wolf, Bathia Churgin, A. Peter Brown, Beth 
Shamgar) when the functions of “cadential” and “closing” are typi ¬ 
cally combined without differentiation into a single Ii region at the 
end of an exposition. 

84. One thematic situation previously described, however, 
resembles somewhat the traditional notion of a closing “theme,” 
namely, the case in which the final subordinate theme of a group 
acquires a relatively tight knit organization, so that its sense of 
being a subordinate theme, with a markedly loose organization, is 
minimally expressed (see exs. 8.2 and 8.4). 

85. The closing section following the subordinate theme is 
often referred to as a “cadence theme” or a “cadence phrase,” espe¬ 
cially by writers following in the tradition of Donald Francis 
Tovey, who uses these terms to translate the traditional German 
Schlussgruppe-, see Tovey, The Forms of Music (New York: Meridian, 
1956), 210. See also his analysis of the first movement of Bee¬ 
thoven’s Eroica Symphony, ibid., 223, mm. 144-47). To be sure, 
Schluss has among its technical meanings that of “cadence,” but it 
also is a common word meaning “end” or “conclusion.” As with 
“closing theme,” this usage of “cadence theme” confuses cadential 
with postcadential function. 

86. For an exception, see Beethoven, Piano Sonata in C 
Minor, Op. 10/1, ii, 44 (ex. 12.11, m. 91, shows the corresponding 
end of the recapitulation). In rondo forms, a closing section is 
sometimes replaced by a retransition (see ex. 8.5, m. 48). In con¬ 
certo form, the final subordinate theme is followed not by a clos¬ 
ing section but by an orchestral ritornello (see chap. 17). 

87. As an exception, it may contain a single codetta or one 
that is repeated (often with some variation). 

88. The closing section of ex. 8.11, mm. 66-79, h thus ex¬ 
ceptional in that upon repetition, the first four-measure codetta is 
expanded to six measures. 
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89. As discussed in chap. 1 in connection with thematic in ¬ 
troduction, the notion of “dynamic” refers to more than just the 
intensity (loudness and softness) of the musical content. 

90. Surprising, too, is the fact that this moment (m. 35) is in¬ 
deed die beginning of the theme; see the earlier discussion of its 
modulating structure. 

91. One of Beethoven’s favorite tricks, however, is to pull 
away from the climax just at the moment of cadential arrival; see 
ex. 8.2, m. 104, and his Piano Sonata in B-fiat (“Hammerklavier”), 
Op. 106, i, too. 

Chapter 9 

1. This formal unit is often termed “bridge” in the theoreti¬ 
cal literature. The image of a bridge spanning two shores of a river 
(the main and subordinate themes) has its attractions yet is also 
somewhat flawed. The term suggests a structural symmetry—two 
ends of a bridge being anchored in the same firm soil—not en¬ 
tirely compatible with musical reality, in which the main theme is 
considerably more tightly knit than the loosely organized subordi¬ 
nate theme. The expression “transition” emphasizes instead the 
process of moving from one function to the next, without any im¬ 
plications about the relative stability of the surrounding functions. 

2. Indeed, in an exposition, the transition can be seen as a kind 
of “contrasting middle” between the main and subordinate themes. 

3. See Beetlioven, Piano Sonata in D (“Pastoral”), Op. 28, iv, 
17-20. 

4. Robert Batt, “Function and Structure of Transitions in 
Sonata-Form Music of Mozart,” Canadian University Music Review 
9 (1988): 157-201, also speaks of loosening techniques in the 
transition. 

5. Ex. 9.8, examined later in the chapter, is exceptional in 
this respect because its beginning with dominant harmony is a 
reference back to the B section of the main theme (see ex. 6.10, 
mm. toff.). See also Mozart, String Quartet in D Minor, K. 421/ 
417b, i, 9ff. 

6. See ex. 8.5, mm. 28-32. Other examples: Haydn, String 
Quartet in F, Op. 50/5, i, 25-28; Mozart, Violin Sonata in G, K. 
379/3733, ii, 25-28; Beethoven, Piano Sonata in F, Op. 10/2, i, 
13-18. 

7. Main themes themselves, of course, do not necessarily 
have tuneful melodies. 

8. Ratner, Classic Music, 19-20; see ahead ex. 9.13. 

9. Ratner, Classic Music, 223-24, and Rosen, Sonata Forms, 
229-38, extensively treat such modulation techniques. On differ¬ 
ences between Haydn’s and Mozart’s modulatory practices, see 
John Harutunian, “Playdn and Mozart: Tonic-Dominant Polarity 
in Mature Sonata-Style Works,” Journal of Musicological Research 9 
(1990): 273-98. 

to. See ahead ex. 9.7, m. 18, and ex. 9.10, m. 18, for instances 
of this type of modulation. 

it. See ahead ex. 9.Z, m. 9, ex. 9.11, m. 59, and ex. 9,15, m. 38. 

12. See ahead ex. 9.12, mm. 89-92. 

13. See ahead ex. 9.3, m. 12. 

14. Robert Winter describes in detail the foregoing proce¬ 
dure as a “bifocal close” and discusses its historical antecedents and 
subsequent influence. See “The Bifocal Close and the Evolution of 
the Viennese Classical Style,” Journal of the American Musicological 
Society 42 (1989): 275-337. 


15. Ex. 9.5, mm. 16-17, discussed later in the chapter, shows 
a rare instance of the technique in a minor-mode movement. 

16. Other examples: Haydn, Piano Sonata in E-flat, Hob. 
XVL38, i, 8-12; Mozart, String Quartet in E-flat, K. 428/421I3, i, 
12-24; Beethoven, Symphony No. 1 in C, Op. 21, i, 33—52. Win¬ 
ter (“Bifocal Close”) cites many more examples. 

17. Exceptions, however, are found in some slow movements, 
such as Haydn, Piano Trio in E, Hob. XV28, ii, 7-14; Mozart, 
String Quartet in E-flat, K. 428x421b, ii, 6-10. 

18. The possibility of an exposition’s including a main-theme 
group embracing more than one main theme is discussed in chap. 13. 

19. See also ahead ex. 9.10. The transition of the first move¬ 
ment of Beethoven’s Symphony No. 4 in B-flat, Op. 60, is thus 
somewhat unusual because the basic idea of the main theme re¬ 
turns in the lower voice at m. 81 (shown ahead in ex. 9.12) after 
the transition has already begun with new material (m. 65, not 
shown). 

20. This well-known procedure is described at least as early 
as Marx’s notion of “dissolved consequent” ( aufgeloster Nachsatz ) 
( Lehre von der musikalischen Komposition, 3:259). 

21. Other examples: Haydn, Piano Trio in F-sharp Minor, 
Hob. XV:i6, i, 5; Mozart, Symphony No. 40 in G Minor, K. 550, 
i, 22; Beetlioven, Piano Sonata in C (“Waldstein”), Op. 53, i, 14. 

22. See ahead ex. 9.14, m. 19. Other examples: Haydn, String 
Quartet in G, Op. 77/1, i, 15-26; Beethoven, Piano Sonata in D, 
Op. 10/3, i, 17-22. 

23. The terms “inverted period” and “antiperiod” (Webster, 
Haydn’s ’Farewell” Symphony, 44) are also sometimes encountered. 

24. Other examples: Haydn, String Quartet in F, Op. 50/5, 
.iv, 13-24; Mozart, Violin Sonata in A, K. 526, ii, 9-16. 

25. See ahead ex. 9.6, mm. 21-23, f° r such a rhythmic break 
between the closing section of the main theme and the beginning 
of the transition. 

26. Other examples: Mozart, Clarinet Trio in E-flat, K. 498, 
i, 16-19; Beethoven, Piano Sonata in E-flat, Op. 7, i, 17. 

27. Other examples: Haydn, String Quartet in G, Op. 76/1, 
i, 33; Mozart, Piano Concerto in D (“Coronation”), K. 537, iii, 65; 
Beethoven, Piano Sonata in C Minor, Op. 10/1, i, 32. 

28. Other example: Mozart, String Quartet in G, K. 387, iv, 

3^-51- 

29. Other examples: Haydn, String Quartet in C, Op. 50/2, i, 
30-42; Beetlioven, Symphony No. 7 in A, Op. 92, i, 97-112. 

30. In this particular formal situation, it is not possible, even 
in retrospect, to identify a convincing end point for the main 
theme. 

Other examples: Haydn, String Quartet in C, Op. 50/2, iv, 
23-32; Haydn, Piano Sonata in A, Hob. XVP30, i, 17-21. 

31. Other examples: Haydn, Symphony No. 98 in B-flat, iv, 
32; Beethoven, Piano Trio in E-flat, Op. 1/1, i, 26. 

32. Other examples: Mozart, String Quartet in A, K. 464, iv, 
33; Beethoven, Cello Sonata in A, Op. 69, i, 29. 

33. See Mozart, Symphony No. 31 in D, K. 297/3008, iii, 33; 
Mozart, Clarinet Trio in E-flat, K. 498, i, 24. 

34. Other examples: Haydn, Symphony No. 93 in D, iv, 66; 
Beethoven, Symphony No. 5 in C Minor, Op. 67, iv, 36; 
Beethoven, Piano Concerto No. 2 in B-flat, Op. 19, i, 115. 

35. Chap. 13 considers more problematic cases of an ob¬ 
scured boundary between a transition and a subordinate theme. 

36. Other examples: Haydn, Symphony No. 95 in C Minor, 
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iv, 53; Mozart, Piano Trio in D Minor, K. 442, i, 24; Beethoven, 
Symphony No. 6 in F (“Pastoral”), Op. 68, v, 41. 

37. Other examples: Haydn, String Quartet in D Minor, Op. 
42, i, 9-12; Haydn, Piano Sonata in E Minor, Hob. XVI:34, i, 13; 
Beethoven, Piano Sonata in C Minor (“Pathetique”), Op. 13, iii, 
18-24. This is one of many points of similarity between the Pathe¬ 
tique and Mozart’s Piano Sonata in C Minor, K. 457, discussed in 
ex. 9.14. 

38. Other examples: Haydn, String Quartet in F, Op. 74/2, i, 
28, 40; Beethoven, Symphony No. 2 in D, Op. 36, iv, 13, 26; Bee¬ 
thoven, Piano Sonata in C Minor (“Pathetique”), Op. 13, i, 19, 35. 

39. The passage shown in this example is perhaps not by 
Mozart, but rather by M. Stadler. 

Other examples: Mozart, Symphony No. 35 in D (“Haff- 
ner”), K. 385, i, 13, 40; Beethoven, Symphony No. 3 in E-flat 
(“Eroica”), Op. 55, i, 15, 37; Beethoven, Piano Sonata in E-flat, 
Op. 31/3, i, 18, 33; Beethoven, Piano Sonata in B-flat (“Ham- 
merklavier”), Op. 106, i, 17, 35. 

Chapter 10 

1. “Working out,” “elaboration,” and “free fantasia” are also 
frequently found in the theoretical literature. The traditional Ger¬ 
man term Durchfiihrung literally translates as “leading-through.” 
Some full-movement forms (five-part rondo, minuet) contain a de¬ 
velopment now and then. Other forms (large ternary, theme and 
variations) use it only rarely, and the sonata without development, 
not at all. 

2. Many writers also speak of development as a “series of 
techniques of thematic transformation,” which may take place any¬ 
where in a movement (Rosen, Sonata Forms, 262). I also will occa¬ 
sionally use this sense of the term to speak informally about the 
“development” of a particular motive or idea. 

3. See the discussion of ex, 10.18 later in the section on “sub¬ 
ordinate themelike unit.” 

4. Berry, Form in Music, 166-69; Leichtentritt, Musical Form, 
134-48. 

5. Heinrich Schenker, Free Composition, ed. and trans. Ernst 
Oster (New York: Longman, 1979), 136-37. One of Oster’s notes 
(pp. 139-41) considerably augments Schenker’s own position. A 
more detailed investigation into middle-ground tonal plans for de¬ 
velopment sections lies beyond the scope of this study. But see 
David Bushier, “Harmonic Structure in Mozart’s Sonata-Form 
Developments,” Mozart-Jahrbuch 1984/85, 15-24; Steven B. Jan, 
“X Marks the Spot: Schenkerian Perspectives on the Minor-Key 
Classical Development Section,” Music Analysis u (1992): 37-54; 
and Joseph C. Kraus, “Mozart’s Chromatic Third Relations: Evi¬ 
dence from the Late Quartets and Quintets,” Journal of Musicologi- 
cal Research 9 (1990): 229-54. Significant work in this direction has 
also been undertaken by Edward Laufer; his paper “Voice-Leading 
Procedures in Development Sections” (presented at the confer¬ 
ence “Music Theory Canada 1990,” London, Ontario) unfortu¬ 
nately has not yet been published. 

6. In a minor key, the dominant is minor because tonicizable 
regions are based on the “natural” minor scale. 

7. Carl Schachter’s recent reexamination of these issues, 
though, has helped rehabilitate the notion of modulation in 
Schenkerian theory. See his “Analysis by Key: Another Look at 
Modulation,” Music Analysis 6 (1987): 289-318. 


8. The tendency for the classical development section to 
confirm the submediant as a prominent tonal center is well 
known. See Rosen, Sonata Forms, 263; Plarold L. Andrews, “The 
Submediant in Haydn’s Development Sections,” in Haydn Studies, 
ed. Jens Peter Larsen, Howard Serwer, and James Webster (New 
York: Norton, 1981), 465-71. A Schenkerian view is offered by 
David Beach, “A Recurring Pattern in Mozart’s Musk.? Journal of 
Music Theory 27 (1983): 1-29, who interprets the typical arrival on 
V/VI as III#. 

9. See ahead ex. 10.18, mm. 58-68. 

10. See ahead ex. 10.6, m. 9off. 

11. See ahead ex. 10.11, where the tonal regions of HII and 
1 VI are emphasized within the development section. 

12. See ahead ex. 10.8. See also Mozart, Piano Concerto in A, 
K. 488, i; Mozart Piano Sonata in C Minor, K. 457, i. 

13. See Beethoven, Piano Sonata in D, Op. 10/3, i, 133 ( 1 VI). 

14. Cases of exceptional harmonic endings to developments 
are also discussed by Heino Schwarting, “Ungewohnliche Repris- 
eneintritte in Haydns spaterer Instrumentalmusik,” Arcbiv fiir 
Musikwissenschaft 17 (i960): 168-82; Webster, Haydn’s “Farewell” 
Symphony, 142-43; and Jan LaRue, “Bifocal Tonality in Haydn 
Symphonies,” in Convention in Eighteenth- and Nineteenth-Century 
Music: Essays in Honor of Leonard G. Rattier, ed. Wye J. Allanbrook, 
Janet M. Levy, and William P. Mahrt (Stuyvesant, NY: Pendragon, 
1992), 59-73. 

15. Other examples: Haydn, Symphony No. 94 in G (“The 
Surprise”), i, 153-54; Haydn, String Quartet in C (“The Bird”), 
Op- 33/3, i, 108-9; Beethoven, Violin Sonata in A Minor 
(“Kreutzer”), Op. 47, i, 343; Beethoven, Piano Sonata in E-flat, 
Op. 31/3, i, 130-37. 

16. Such textural reduction, as part of a broader liquidation 
process, is a common feature of developments, even when ending 
with the home-key dominant. 

17. Other examples: Haydn, Symphony No. 90 in C, i, 137!?. 
(V/VT); Haydn, Symphony No. 104 in D (“London”), iv, i8yff. 
(V/III); Haydn, Concertante in B-flat, Hob. L105, i, 159-62 
(V/VI). 

18. Musikalische Formenlehre, 33. The following discussion of 
pre-core/core technique is highly inspired by Ratz, although I in¬ 
troduce many refinements, as well as some differences. For ex¬ 
ample, Ratz does not consider the standing on the dominant to 
belong to the core proper. Schoenberg’s treatment of the develop¬ 
ment (which he calls an “elaboration”) attends more to issues of 
tonal flux and motivic play than to conventional techniques of 
phrase structure ( Fundamentals , 206 -9). 

19. See ahead ex. 10.10. See also Haydn, Piano Trio in C, 
Hob. XV:27, iii; Flaydn, Piano Sonata in E-flat, Hob. XVL49, i 
(first core shown in ex. 10.4); Beethoven, Symphony No. 1 in C, 
Op. 21, i; Beethoven, Piano Concerto No. 5 in B-flat (“Emperor”), 
Op. 73, i (three cores). 

20. In this sense, the beginning of the core resembles the 
beginning of a transition. Likewise, the rhythm and texture of 
the pre-core are often similar to that generally found in a main 
theme (though not necessarily to the actual main theme of the 
movement). 

21. See Mozart, Violin Sonata in F', K. 377/3746, i, 75-76; 
Beethoven, String Quartet in F, Op. 18/1, i, 150-51. 

22. In the case of a premature dominant arrival, the subse¬ 
quent dominant prolongation does not necessarily seem like a 
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postcadential standing on the dominant, because the sense of 
structural end appears later than the dominant arrival itself (see 
ahead ex. 10.9, mm. 93-98). 

23. Other example (prolongational progressions at the basis 
of fragmentation): Beethoven, Symphony No. 2 in D, Op. 36, i, 
159-70. 

24. Other example (sequential repetition in the model): 
Mozart, Piano Sonata in C Minor, K. 457, i, 83-87. 

25. Other examples (core ends with perfect authentic ca¬ 
dence): Haydn, Piano Trio in A, Hob. XV:i8, i, 118; Mozart, Piano 
Quartet in G Minor, K. 478, i, 133; Beethoven, Violin Sonata in A 
Minor (“Rreutzer”), Op. 47, i, 258. 

26. This region can be heard readily enough as the subdomi 
nant of the home key, but it actually arises out of a deceptive reso¬ 
lution of V/VI in the short pre-core (mm. 87-89). Thus Al can 
also be understood as VI/VI, especially when the submediant re¬ 
gion returns prominently again at m. 104. 

27. Other example (sentential model): Mozart, Piano Trio in 
B-flat, K. 502, i, 98-103. 

28. Other example (harmonic alteration within the se¬ 
quence): Mozart, Piano Sonata in C Minor, K. 457, i, 83-91. 

29. Other example (incomplete sequence): Mozart, Sym¬ 
phony No. 39 in E-flat, K. 543, iv, 115-26. 

30. Other examples (new model within the fragmentation): 
Mozart, Symphony No. 39 in E-flat, K. 543, iv, 125-32; Mozart, 
Piano Sonata in B-flat, K. 570, i, 117-23. 

31. Other examples (core ends with premature dominant 
arrival): Haydn, Piano Trio in E-flat, Hob. XV:22, i, 143; Mozart, 
Piano Sonata in B-flat, K. 333/3x50, ii, 48; Mozart, Piano Sonata 
in C Minor, K. 457, i, 93; Beethoven, Symphony No. r in C, Op. 
2t, i, 130. 

32. For exceptions, see Haydn, Concertante in B-flat, Hob. 
1 :105, i; Mozart, Piano Concerto in C, K. 503, i; Mozart, Violin 
Sonata in F, K. 377/3746, i; Beethoven, Violin Sonata in A Minor 
(“Kreutzer”), Op. 47, i. 

33. Musikalische Formenlehre, 33. 

34. Transitional introductions are discussed in greater detail 
later in the chapter in connection with exs. 10.6, 10.7, 10.14, and 
10.18. 

35. See also ahead exs. 10.13, I0 - I 4 > 10.15, and 10.17. Jack 
Adrian, “The Function of the Apparent Tonic at the Beginning of 
Development Sections,” Integral 5 (1991): 1-53, discusses develop¬ 
ment sections that feign starting with tonic of the home key. 

36. The pre-cores of exs. 10.6 and 10.18 also begin with ma¬ 
terial from their preceding closing sections (not shown). 

37. Mozart’s practice here is one of many manifestations of 
his tendency to introduce a greater variety of motivic content in a 
single movement than do Haydn and Beethoven. See Rudolf Kcl- 
terborn, Znm Beispiel Mozart: Ein Beitrag zur musikalischen Analyse 
(Basel: Barenreiter, 1981), 69-80, a study directly influenced by 
Ratz’s Formenlebre. 

38. Unfortunately, none of the excerpts chosen for this 
chapter illustrates a pre-core beginning with new material. For ex¬ 
amples, see the following works by Mozart: Quintet for Piano and 
Winds in E-flat, K. 452, ii, 44; Piano Trio in B-flat, K. 502, i, 83; 
Piano Sonata in G, K. 283/189I1, i, 54; Piano Sonata in A Minor, 
K. yio/^ood, ii, 32. 

39. A pre-core does not normally feature loosening tech¬ 
niques associated with a subordinate theme. 


40. Other examples: Haydn, Piano Sonata in A-flat, Flob. 
XVL43, i, 56-61; Mozart, Piano Concerto in A, K. 488, i, 
143-49; Mozart, Piano Sonata in F, K. 332/300^ i, 94-101; 
Beethoven, String Quartet in C Minor, Op. 18/4, i, 78-90. See 
also ahead ex. 10.17, in which the pre-core has the same basic 
structure as the main theme except that it is set in the development 
key of A! (HK: UII). 

41. Classic Music, 23. 

42. The four-measure presentation phrase that follows the 
standing on the dominant also technically belongs to the pre-core 
as a whole, as explained in connection with the section “multiple 
thematic units.” 

43. Other examples: Haydn, Piano Trio in E-flat, Hob. 
XV:22, i, 87-103; Mozart, String Quartet in C (“Dissonance”), K. 
465, i, 107-21; Mozart, Piano Sonata in B-flat, K. 570, i, 80-100. 

44. Other examples: Mozart, Piano Sonata in F, K. 332/300^ 
iii, 91-95; Beethoven, String Quartet in F, Op. 18/1, i, 115-28. 

45. Other examples: Mozart, Piano Concerto in C. Minor, K. 
491, i, 283-301, 302-8; Beethoven, String Quartet in D, Op. 
18/3, i, 108-22, 122-34. 

46. For cores that are directly preceded by a presentation 
phrase, see Mozart, Piano Sonata in F, K. 332/300^ i, 109-12; 
Mozart, Piano Sonata in C Minor, K. 457, i, 79-82; Beethoven, 
Piano Sonata in D, Op. 10/3, i, 133-40. 

47. A sense of descending fifth sequence, however, is sug¬ 
gested by the roots of the harmonies at m. 73 (G), m. 75 (C), and 
m. 77 (F). 

48. Other examples: Haydn, Piano Sonata in A-flat, Hob. 
XVL43, i, 64-83; Mozart, String Quartet in B-flat, K. 589, i, 
77-104; Beethoven, Piano Sonata in E, Op. 14/1, i, 65-75. 

49. The very slow tempo and compressed scope of the the¬ 
matic material suggest that each notated measure contains more 
than one real measure of music. The main theme in the exposition 
(and thus the pre-core) takes place in four notated measures, and 
the entire exposition only lasts sixteen measures (it then has a writ- 
ten-out repeat). Likewise, mm. 36-38 give the impression of being 
a full presentation phrase. But since the notated 3/4 meter cannot 
be divided into two equal parts, the formula R = '/N cannot liter¬ 
ally apply. 

50. Other examples: Haydn, String Quartet in G, Op. 33/5, 
i, 114-31; Haydn, Piano Sonata in C, Hob. XVL50, i, 73-94. 

51. See Haydn, Symphony No. 94 in G (“The Surprise”), i, 
125-48; Haydn, Piano Trio in C, Hob. XV:2i, i, 64-82. 

52. The sense of cadential abandonment arises because of our 
uncertainty about the position of die dominant on the downbeat of 
m. 84, due to the reduction of texture to a single part in the previ¬ 
ous measure. Another interpretation would not recognize an aban¬ 
doned cadence here but instead would understand all of m. 84 to be 
supported by an implied root-position dominant, in which I 6 and 
II ? would be subordinate harmonies prolonging that dominant. 

53. Having the development run through material of the ex¬ 
position in roughly the same order occurs now and then in 
Haydn’s compositional practice. See his Symphony No. 89 in F, i, 
and Piano Sonata in A-flat, Hob. XVL43, i. 

Other examples (subordinate themelike unit): Haydn, String 
Quartet in C (“The Bird”), Op. 33/3, i; Haydn, String Quartet in 
G, Op. 33/5, i, 132-70; Haydn, String Quartet in C, Op. 74/1, i, 
74-84. 

54. Kohs, Musical Form, 266; Rosen, Sonata Forms , 95. 



55- This is largely the practice of Beth Shamgar, “On Locat¬ 
ing the Retransition in Classic Sonata Form,” Music Review 42 
(1981): 130-43, in connection with Haydn and Mozart. With 
Beethoven, however, she generally recognizes the retransition be¬ 
ginning with the arrival of the home-key dominant. 

56. Other examples: Haydn, String Quartet in G, Op. 33/5, 
i, 171--81; Haydn, Piano Sonata in E Minor, Hob. XVL34, i, 
71-79; Mozart, Piano Concerto in G, K. 453, i, 207-26; Mozart, 
Piano Quartet in G Minor, K. 478, i, 133-40. 

57. Other examples: Mozart, Piano Sonata in F, K. 332/300^ 
i, 127-32; Beethoven, Symphony No. 1 in C, Op. 21, i, 174-77; 
Beethoven, Symphony No. 2 in D, Op. 36, i, 215. 

58. There is little consensus in the theoretical literature on 
the meaning of false recapitulation, also termed false return or false 
reprise. For Berry, it includes an appearance, before the genuine re¬ 
capitulation, of main-theme ideas in the “wrong” key, but also pos¬ 
sibly in the home key ( Form in Musk, 166, 188; see also Webster, 
“Sonata Form,” 502). Rosen insists that a genuine false reprise oc¬ 
curs only in the home key or its subdominant region ( Sonata 
Forms, 276-82). Mark Evan Bonds further restricts it to the home 
key only (“Haydn’s False Recapitulations and the Perception of 
Sonata Form in the Eighteenth Century,” Ph.D. diss., Harvard 
University, 1988, 229). Green sees a false reprise occurring in the 
rondo form, where a couplet first starts out in the wrong key but 
then immediately corrects itself into the home key (Form in Tonal 
Music, 159). Kohs’ false recapitulation is entirely different in that it 
involves motivic anticipations of the main theme in the standing 
on the dominant (MusicalForm, 266). 

39. Other examples: Haydn, Symphony No. 102 in B-flat, i, 
185; Haydn, Piano Trio in E, Hob. XV:28, i, 44; Beethoven, Piano 
Sonata in F, Op. 10/2, i, 118. 

Chapter 11 

1. The minuet form has a recapitulation organized similar to 
the A' section of a small ternary (discussed in chap. 15). Whether 
or not we can speak of a recapitulation in connection with the 
large ternary and the five-part rondo forms is a complex issue, to 
be addressed in chaps. 14 and 16. Theme and variations form does 
not include a recapitulation. 

2. To minimize confusion throughout the rest of this chapter, 
the term “recapitulation” is restricted to a large full-movement 
section, and the third section of the small ternary is called an A' 
section exclusively. 

3. For a discussion of registral changes in Mozart’s recapitu¬ 
lations, see Esther Cavett-Dunsby, “Mozart’s ‘Haydn’ Quartets: 
Composing Up and Down Without Rules,” Journal of the Royal 
Musical Association 113 (1988): 57-80. 

4. This practice is rooted in the traditional notion that for¬ 
mal units are defined primarily by their melodic content and not 
necessarily by their formal function. 

5. I speak of a “local” harmonic resolution here, because, in 
line with the Schenkerian view of sonata form (applicable as well to 
the allied forms), the dominant at the end of the development in¬ 
terrupts the progression of the fundamental Ursatz, which is then 
repeated and fully closed in the recapitulation. As a result, the dom¬ 
inant of the development is not structurally resolved by the begin¬ 
ning of the recapitulation but, rather, by its end, when the final 
tonic of the Ursatz arrives. 
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6. See Haydn, Symphony No. 90 in C, iv; Haydn, Piano 
Sonata in C, Hob. XVT.35, i; Mozart, Clarinet Quintet in A, K. 
581, i. 

7. See Mozart, Violin Sonata in E Alinor, K. 304/300C, i. 

8. Sonata Forms, 289. The term is useful as an informal de¬ 
scription but is potentially misleading: the new sequential passage 
does not usually resemble the way in which sequences are orga¬ 
nized in a real development. Unlike in a core, the model of a sec¬ 
ondary development is generally short, and the sequential activity' 
is rarely modulatory. 

9. The reasons for this shift to the flat side are explained in 
connection with the transition, which, even more than the main 
theme, tends to feature this structural change. 

10. In the development, a unit resembling a pre-core is fol¬ 
lowed directly by a standing on the dominant (Kelterborn, Zmn 
Beispiel Mozart, 17). 

11. See, for example, Mozart, Violin Concerto in A, K. 219, i; 
Beethoven, Piano Sonata in C Minor, Op 10/1, iii. The subordi¬ 
nate theme then usually begins directly in the home key, this time 
resolving the home-key dominant. (In die exposition, this same 
dominant is retained to become the tonic of the new key.) Winter 
discusses this situation as the realization of a “complementary bifo¬ 
cal close” (“Bifocal Close,” 278). 

12. See Haydn, Symphony No. 90 in C, iv; Haydn, Piano 
Sonata in A, Hob. XVL26, i. 

13. Eugene K. Wolf also mentions this point in his important 
study of Haydn’s recapitulatory practice: “The Recapitulations in 
Haydn’s London Symphonies,” Musical Quarterly 52 (1966): 76-77. 

14. But Nicholas Marston proposes that such passages are 
sometimes more truly “recapitulatory” than “developmental.” See 
his “The Recapitulation Transition in Mozart’s Music,” Mozart- 
Jahrbuch 1991, pt. 2, 799. 

15. Other examples: Beethoven, Piano Sonata in C Minor 
(“Pathetique”), Op. 13, i, 193-210; Beethoven, Piano Sonata in E- 
flat, Op. 31/3, i, 154- 69. 

16. Rarely do the main theme and transition fuse within the 
exposition; Mozart’s Piano Sonata in C, K. 545, i, 1-12, is highly 
exceptional in this respect. 

17. See also ahead ex. 11.17, mm. 152-77. Other example: 
Beethoven, Symphony No. 2 in D, Op. 36, i. 

18. Other examples: Haydn, Piano Sonata in F, Hob. XVL23, 
iii; Haydn, Piano Sonata in B Alinor, Flob. XVI:32, i; Beethoven, 
Symphony No. 1 in C, Op. 21, i. 

19. See Haydn, Piano Sonata in E-flat, Hob. XVL49, i, 
172-75 (cf. mm. 42-49); Mozart, Clarinet Trio in E-flat, K. 498, 
i, 98-113 (cf. mm. 25-47). 

20. Other examples: Mozart, Piano Concerto in C, K. 467, 
i, 370-84; Mozart, Piano Sonata in B-flat, K. 333/3150, iii, 
155-63. 

21. For important discussions of major alterations in subor¬ 
dinate themes of Haydn’s recapitulations, see Wolf, “Recapitula¬ 
tions”; and Ethan Haimo, “Haydn’s Altered Reprise,” Journal of 
Music Theory 32 (1988): 335-51- 

22. The latter option is possible in the case of multiple subor¬ 
dinate themes, in which the second (or third) theme can then be re ¬ 
capitulated as usual. See Haydn, String Quartet in G, Op. 54/1, ii 
(the first subordinate theme in the exposition begins like the B sec ¬ 
tion of the main theme and is thus deleted in the recapitulation). 

23. See Symphony No. 100 in G (“Xlilitary”), i (discussed in 
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Haimo, “Haydn’s Altered Reprise,” 341-43); String Quartet in E- 
flat, Op. 50/3, i; String Quartet in C, Op. 64/1, i. 

24. Sonata Forms, 287-88. 

25. Other examples: Haydn, Symphony No. 85 in B-flat (“La 
reine”), i; Mozart, Symphony No. 41 in C (“Jupiter”), K. 551, ii. 

26. Other example: Beethoven, Piano Sonata in D, Op. 10/3, i. 

27. Other example: Mozart, Piano Sonata in A Minor, K. 
3io/3ood, iii. 

28. Other examples: Haydn, String Quartet in G, Op. 54/1, 
ii; Haydn, String Quartet in F, Op. 77/2, i. 

29. Another case of the development influencing changes 
in die recapitulation is seen ahead in connection with ex. 11.18c; 
see n. 41. 

30. Other example: Beethoven, Piano Sonata in B-flat (“Ham- 
merklavier”), Op. 106, i, 227-34. 

31. Other examples: Haydn, String Quartet in F, Op. 77/2, i, 
145-46; Haydn, Piano Sonata in E-flat, Hob. XVL49, i, 156-58. 

32. See Haydn, String Quartet in E-flat, Op. 50/3, i (dis¬ 
cussed in Rosen, Sonata Forms , 158-61); Mozart, String Quartet 
in G, K. 387, iv. 

33. Rosen, Sonata Forms, 144-45. 

34. Rosen, Sonata Forms, 286; Berry, Form in Music, [72; 
Green, Form in Tonal Music, 214. 

35. See Haydn, String Quartet in E-flat, Op. 50/3, i; Mozart, 
Violin Sonata in D, K. 306/300I, i; Mozart, Piano Sonata in D, K. 
311/2 84c, i. 

36. See Mozart, Fine kleine Nachtmusik, K. 525, iv; Mozart, 
Piano Sonata in E-flat, K. 282/i89g, i. 

37. And as Rosen points out, subdominant recapitulations 
became even more of a “lazy mannerism” after 1800 (Sonata 
Forms, 144). 

38. Odier example: Mozart, Piano Sonata in C, K. 545, i. 

39. See Beethoven, Piano Sonata in C Minor, Op. 10/v, i; 
Beethoven, Piano Sonata in C Minor (“Pathetique”), Op. 13, i. 

40. Many critics have noted this tonal ambiguity and have re¬ 
lated it to a similar one at the opening of Haydn’s String Quartet 
in B Minor, Op. 33/1, i. 

41. That Haydn fills out the texture of this cadential phrase is 
due most likely to an event that occurs in the development section, 
shown in ex. 11.18c. In m. 53, Haydn suddenly reduces the texture 
to a single voice with octave doublings, just like the abandoned ca¬ 
dential passage within the second subordinate theme of the exposi¬ 
tion (see ex. 8.6, mm. 28-30). This dramatic and somewhat myste¬ 
rious effect does not recur within the recapitulation, most likely 
because a third appearance of such a “characteristic” event would 
have been redundant. Instead, a related passage beginning at m. 98 
sees the ascending leaps accompanied by a fully chordal texture. 

42. Other example: Haydn, String Quartet in D Minor 
(“Fifths”), Op. 76/2, i. 

Chapter 12 

1. The only form in which this section is not optional is the 
sonata-rondo, in which an obligatory coda brings a final, reference 
to the main theme (see chap. 16). If a full-movement form does 
not contain a genuine recapitulation (such as a theme and varia¬ 
tions or a large ternary), then a section following the final appear¬ 
ance of the main theme will sometimes function as a coda. 


2. Musical Composition, 185. 

3. Even theorists who acknowledge that a coda and a codetta 
are different sometimes base their distinction on criteria unrelated 
to a given unit’s musical content and formal organization. Green 
(Form in Tonal Music, 142), for instance, understands the final part 
of a piece to be a coda if it can be construed as an appendage to the 
entire piece or movement, whereas it would be a codetta if it were 
construe as an appendage to the last part of the piece. As a result, 
he allows for a “coda” to consist of a single phrase prolonging the 
final tonic by a pedal (p. 140), precisely the kind of structure that I 
define here as a codetta. 

4. Codettas group together to form a closing section, which 
operates at a level comparable to such fundamental phrase func¬ 
tions as presentation, continuation, and cadential. 

5. The term coda theme is introduced primarily for purposes 
of identification and labeling rather than of defining a new and 
unique formal function (such as main theme and subordinate theme). 

6. The rare appearance of new material in a coda—such as 
the funereal music in the first movement of Beethoven’s Ninth 
Symphony—suggests extramusical or programmatic references 
transcending die strictly internal relationships in the movement. 

7. The ascending-stepwise pattern seems to be the most pop¬ 
ular sequence in codas. 

8. Esther Cavett-Dunsby, “Mozart’s Codas,” Music Analysis 7 
(1988): 32, refers to this moment as the start of the “formal coda,” 
as distinguished from the “structural coda,” which begins after the 
completion of die “fundamental line” (Schenker’s Urlinie). 

On occasion, a genuine coda is included in the repeat of 
the development and recapitulation. See Mozart, Violin Sonata 
i.11 B-flat, K. 454, i, 146; Mozart, Piano Sonata in F, K. 332/300^ 
iii, 227. 

9. As discussed in the previous chapter, this “retransition” of 
the recapitulation more accurately serves a transitional function, 
because it leads die music into a nontonic region. 

10. Other examples: Mozart, String Quintet in E-flat, K. 614, 
i, 215; Mozart, String Quartet in C (“Dissonance”), K. 465, i, 227; 
Beethoven, Violin Sonata in AMinor, Op. 23, i, 222. 

a. Odier examples: Mozart, String Quartet in D, K. 575, iv, 
168; Beethoven, Symphony No. 1 in C, Op. 21, i, 260. 

12. Other example: Beethoven, Piano Sonata in C Minor, 
Op. 10/1, iii, 102. 

13. These are not evaded cadences, as their underlying har¬ 
monic support might suggest. We can easily perceive the I 6 har¬ 
monies as goals of the cadential ideas, not as new beginnings. 

14. This hypermetrical interpretation assumes that odd- 
numbered measures from the beginning of a grouping unit are, in 
general, metrically stronger (accented) than even-numbered mea¬ 
sures. See Rothstein, Phrase Rhythm, 8-9. 

15. Other examples: Mozart, String Quartet in D, K. 575, iv, 
20off.; Mozart, Piano Sonata in B-flat, K. 570, iii, 7iff.; Beethoven, 
Piano Sonata in C (“Waldstein”), Op. 53, i, 249-84. 

e6 . Sec Haydn, String Quartet in B-flat, Op. 50/1, iv, 
226-33; Mozart, Violin Sonata in E Minor, K. 304/300C, i, 193. 

17. The coda of the finale of Mozart’s Piano Concerto in D 
Minor, K. 466, largely consists of three relatively tight knit themes, 
each of which is immediately repeated (mm. 356-70, 371-94, 
395-410). The material for these themes is drawn from different 
places in the movement, but not from the actual main theme. 

18. Such early-appearing half cadences have already been 
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seen in ex. 12.4, m. 141, ex. 12.5, m. 140 (reinterpreted half ca¬ 
dence), and ex. 12.7, m. 267. 

19. More technically, the Fi seventh sonority can be inter¬ 
preted as G: W/III, a relatively rare dominant substitute. As a 
dominant (V/III) of the dominant (V), its broader function is a 
pre-dominant of C. The B-minor six-four sonority is wonder¬ 
fully ambiguous here. On the one hand, it can be seen to prolong 
the Ft seventh. On the other hand, its appearance in mm. 218-21 
can be understood already to express the dominant harmony of C 
major (by the common tones B and D, the Ft in the bass being a 
retardation). 

20. See ahead ex. 12.11, mm. 103-12. 

21. See Beethoven, Violin Sonata in F (“Spring”), Op. 24, i; 
Beethoven, Piano Sonata in C (“Waldstein”), Op. 53, i. 

22. Rosen, Sonata Forms, 324. 

23. Joseph Kerman, “Notes on Beethoven’s Codas,” in 
Beethoven Studies 3, ed. Alan Tyson (Cambridge: Cambridge Uni¬ 
versity Press, 1982), 151. 

24. Robert P. Morgan, “Coda as Culmination: The First 
Movement of the ‘Eroica’ Symphony,” in Music Theory and the Ex¬ 
ploration of the Past, ed. Christopher Hatch and David W. Bernstein 
(Chicago: University of Chicago Press, 1993), 357—76. Other im¬ 
portant studies dealing with similar issues include Cavett-Dunsby, 
“Mozart’s Codas”; and Robert G. Hopkins, “When a Coda Is 
More Than a Coda: Reflections on Beethoven,” in Explorations in 
Music, the Arts, and Ideas: Essays in Honor of Leonard B. Meyer, ed. 
Eugene Narmour and Ruth Solie (Stuyvesant, NY: Pendragon, 
1988), 393-410. 

25. Circularity of melodic-motivic organization, however, is 
not essential to the aesthetics of classical form. In many works of 
this style, material from the main theme is confined exclusively to 
the beginning of the exposition and recapitulation. As the content 
of the main theme, especially its basic idea, becomes more memo¬ 
rable-more “characteristic”—classical composers take a greater 
opportunity to present this material in various guises throughout 
the movement, especially in the development section but also in 
the coda. Inasmuch as a circular organization is more central to 
nineteenth-century forms, its use in the classical period is a “pro¬ 
gressive” trait. It is not surprising, therefore, that formal circularity 
appears in works of Beethoven more regularly than in those of 
Haydn and Mozart. 

26. See also ahead ex. 12.10. 

27. See Kerman, “Notes on Beethoven’s Codas,” 147-49, f° r 
a discussion of this coda that emphasizes its influence on 
Beethoven, especially his Symphony No. 1 in C, Op. 21, i, 2 77fT. 

28. Other examples: Mozart, Symphony No. 41 in C 
(“Jupiter”), K. 551, ii, 95-99 (from the main theme); Mozart, 
String Quartet in G, K. 387, iv, 282-87 (from the main theme); 
Mozart, Piano Sonata in F, K. 332/300^ iii, 232-45 (from the 
closing section in the exposition). 

29. See Haydn, Piano Sonata in E-flat, Hob. XVL49, i, 190; 
Mozart, String Quartet in G, K. 387, iv, 268; Beethoven, Sym¬ 
phony No. 7 in A, Op. 92, i, 391; Beethoven, Violin Sonata in F 
(“Spring”), Op. 24, i, 211. 

30. See Berry, Form in Music, 175; Green, Form in Tonal 
Music, 226, 

31. Kerman, “Notes on Beethoven’s Codas,” 151-53. Hop¬ 
kins, however, revives the notion of a second development (fol¬ 


lowed by a second recapitulation) in his analysis of the finale of 
Beethoven’s Eighth Symphony (“Coda,” 394-98). 

32. The idea that the development section can take on a de¬ 
gree of “expository” function is raised by Rosen, Sonata Fomis, 2 74. 

Other example: Beethoven, Symphony No. 3 in E-flat 
(“Eroica”), Op. 55, i, 58iff. Morgan (“Coda as Culmination”) sees 
the coda of this movement as not only referring to the develop¬ 
ment section proper but also actually continuing powerful devel¬ 
opmental processes. 

33. The first-movement codas in the Third and Seventh 
Symphonies feature well-known examples of enormous orchestral 
crescendos. 

34. Kerman points to the “ calando effect” found at the end of 
Mozart’s Piano Concerto in C Minor, K. 491, i, as a probable in¬ 
fluence on Beethoven (“Notes on Beethoven’s Codas,” 143-44). 

35. This rhythmic technique, rarely found in Haydn and 
Mozart and only sporadically used by Beethoven, became com¬ 
monplace in the nineteenth century. 

Other example: Beethoven, Symphony No. 3 in E-flat 
(“Eroica”), Op. 55, ii. 

36. The “implication-realization” model of musical process 
is advanced by Leonard B. Meyer, Explaining Music, pt. 2, and de ¬ 
veloped further by Eugene Narmour, The Analysis and Cognition of 
Basic Melodic Structures: The Implication-Realization Model (Chicago: 
University of Chicago Press, 1990). These theorists concern them ¬ 
selves primarily with melodic implications, but their general ap ¬ 
proach lends itself to harmonic, formal, rhythmic, and dynamic 
implications as well. 

37. Kerman’s notion that the codas in Beethoven’s sonata 
forms represent the last chapter in the “story of a [main] theme” is 
thus applicable to Haydn and Mozart as well (“Notes on 
Beethoven’s Codas,” 150). 

38. It is also possible to hear an evaded cadence at measure 15 
of ex. 12.6b because of the sudden change from fortissimo to 
piano. The interpretation of a half cadence is least plausible, espe¬ 
cially for hypermetrical reasons. The harmonic goal of dominant 
(as a cadential six-four) arises “too early” at the seventh hyper¬ 
measure of the theme (each hypermeasure consisting of two no¬ 
tated measures). A perfect authentic cadence, on the contrary, ap¬ 
pears more conventionally at hypermeasure eight. 

Chapter 13 

1. In a concerto, movements that would ordinarily be written 
in sonata form (namely, the first movement but sometimes also the 
second) are usually written in concerto form (see chap. 17). 

2. After 1780, composers began to stop repeating the devel¬ 
opment and recapitulation together so that by 1800 the practice 
seemed “archaic.” See Michael Broyles, “Organic Form and the Bi¬ 
nary Repeat,” Musical Quarterly 66 (1980): 341. 

3. See chap. 6; also Ratner, Classic Music, 217-21. 

4. These ideas were developed (and their supporting sec¬ 
ondary literature cited) in chaps. 8-11. 

5. Ratner, Classic Musk, 217; Ratner also speaks of a “circu¬ 
lar” or “solar” arrangement of many keys in relation to the home 
key (tonic), as opposed to the “contrasting” or “polar” arrange¬ 
ment of two keys in a movement (tonic and dominant, or tonic and 
relative major) (48). 
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6. Weaker cadential confirmation—half cadence, dominant 
arrival, evaded and abandoned cadence—reveals the model’s de¬ 
clining influence. 

7. See ex. 11.3. In baroque compositions, the subdominant is 
often the last key to be explored before the return home. 

8 . Additional perfect authentic cadences in the subordinate 
key will appear if the exposition contains multiple subordinate 
themes. 

9. See Mozart, Violin Sonata in C, K. 403/385C, i (see ex. 
9.1); Mozart, Piano Sonata in G, K. 283/189I1, i; Beethoven, Sym¬ 
phony No. 1, Op. 21, i; Beethoven, Piano Sonata in C Minor, Op. 
10/1, iii (see ex. 9.5). 

10. See Haydn, Piano Sonata in E-flat, Hob. XVL38, i; 
Mozart, String Quartet in D, K. 575, i. 

11. This option is indicated in the table by “MT” placed in 
parentheses under the first “PIC in PIK.” Patterns 6 and 7 can also 
include this option. 

12. See Mozart, String Quartet in D, K. 575, iv; Mozart, 
Piano Sonata in D, K. 576, iii (see ex. 8.16). 

13. See Playdn, Piano Trio in E-flat, Hob. XV30, i (see ex. 
9.4); Mozart, Symphony No. 35 in D (“Haffner”), K. 385, i; Mozart, 
Piano Trio in D Minor, K. 442, iii (see ex. 9.15); Beedioven, Sym¬ 
phony No. 3 in E-flat (“Eroica”), Op. 55, i; Beethoven, Piano 
Sonata in E-flat, Op. 31/3, i; Beethoven, Piano Sonata in B-flat 
(“Hammerklavier”), Op. 106, i. 

14. See Haydn, String Quartet in C, Op. 50/2, iv; Haydn, 
Piano Sonata in A, Hob. XVL30, i; Beethoven, Piano Sonata in C, 
Op. 2/3, iv (see ex. 9.9). 

15. See Haydn, String Quartet in G Minor (“'['he Rider”), 
Op. 74/3, i; Mozart, Violin Sonata in C, K. 303/2930, ii; Mozart, 
Violin Sonata in B-flat, K. 454, i (see ahead ex. 13.9). 

16. In a well-known comedy sketch, Peter Schikele (P. D. Q. 
Bach) satirizes this effect in connection with the opening main 
theme (including the introduction) of Beethoven’s Fifth Symphony: 
a radio announcer describing a performance of the work as though it 
were a football match exclaims that he “doesn’t know whether it’s 
slow or fast yet, because it keeps stopping; it doesn’t seem to be able 
to get off the ground!” (“New Horizons in Music Appreciation,” Re¬ 
port Jhmt Hoople: P. D. Q. Bach on the Air, Vanguard VSD-79268-A). 

17. This technique is frequently found with minor-mode 
movements, in which the dominant emphasis helps reinforce a 
Sturm wnd Drang affect; see ex. 5.18. 

18. Whereas a subordinate-theme group can, in extreme 
cases, contain up to five distinct themes, the number of main 
themes in a group would seem to be limited to two. See Haydn, 
String Quartet in B-flat, Op. 64/3, i, 8; Haydn, Piano Sonata in D, 
Hob. XVL51, i, 11; Mozart, Piano Sonata in F, K. 332/300^ i, 13; 
Beethoven, String Quartet in G, Op. 18/2, i, 9. 

19. For more discussion of the intricate motivic play in this 
theme, with an emphasis on the differing roles of leading line and 
accompanying figuration, see Rosen, Sonata Forms, 201. 

20. Other examples: Haydn, Symphony No. 74 in E-flat, i, 
1-8; Mozart, Violin Sonata in E-flat, K. 302/293!), i, 1-8; Mozart, 
Piano Sonata in D, K. 284/205I), i, 1-8. 

21. Other examples: Beethoven, String Quartet in A, Op. 
18/5, i, 1-15; Beethoven, Piano Sonata in B-flat, Op. 22, i, 1-11, 

22. The same situation in respect to subordinate themes was 
considered in chap. 8. 

23. As will be discussed in the last section of this chapter, 


slow introductions normally end with dominant, or occasionally 
tonic, harmony. 

24. Ex. 6.9, mm. 75-80, illustrates a B section whose begin¬ 
ning emphasizes subdominant harmony. 

25. Other examples: Haydn, Symphony No. 101 in D (“The 
Clock”), i, 23-32; Mozart, Piano Sonata in C, K. 279/i89d, ii, 1-6. 

26. Other examples: Haydn, String Quartet in G, Op. 54/1, 
ii, 1-20; Mozart, Serenade for Eight Winds in C Minor, K. 
388/3843, i, 1- 22; Mozart, String Quintet in C, K. 515, i, 1-46. 

27. Jens Peter Larsen treats this general issue somewhat dif¬ 
ferently with his notion of a “three-part” sonata exposition typical 
of Haydn: “Sonata Form Problems,” in Handel, Haydn, and the Vi¬ 
ennese Classical Style, trans. Ulrich Kramer (Ann Arbor, MI: UMI 
Research Press, 1988), 274-75. According to Larsen, the first part 
of such an exposition contains the main theme. The second part, 
an “elaboration section,” embraces the transition and subordinate 
theme up to and including an internal half cadence and standing 
on the dominant (Larsen does not use this terminology, of course). 
The third part, a “closing section,” brings the cadential function of 
the theme. See Pillion, “Sonata-Exposition Procedures,” for fur¬ 
ther treatment of Larsen’s ideas. 

28. Martha Frohlich would seem to privilege melody over 
harmony by considering the subordinate theme to begin at m. 76. 
See her Beethoven's Appassionata ” Sonata (Oxford: Clarendon 
Press, 1991), 35. 

29. Other examples: Haydn, Piano Trio in C, Hob. XV27, iii 
(subordinate theme begins in m. 54); Mozart, Symphony No. 36 in 
C (“Linz”), K. 425, i (subordinate theme begins in m. 53); 
Beethoven, Piano Sonata in G, Op. 79, i (subordinate theme be¬ 
gins in m. 24). 

30. Other examples: Haydn, String Quartet in E-flat, Op. 
50/3, iv, 25-47! Haydn, String Quartet in G Minor (“The Rider”), 
Op. 74/3, i, n-54; Mozart, String Quartet in D Minor, K. 
421/417I), i, 9-24. 

31. This passage is also discussed by Batt (“Function and 
Structure,” 177-78). 

Other example: Mozart, Violin Sonata in C, K. 303/293C, ii, 
13-24. 

32. See Haydn, Symphony No. 93 in D. 

33. In the baroque period, on the contrary, an introductory 
section to an instrumental movement can very well be serious and 
heraldic without arousing a marked anticipatory effect. This is 
usually the case, for example, in the first part of a French over¬ 
ture. 

34. See Haydn, Symphony No. 97 in C, i; Mozart, Sym¬ 
phony No. 39 in E-flat, K. 543, i; Mozart, Overture to Don Gio¬ 
vanni, K. 527; Beethoven, Symphony No. 1 in C, Op. 21, i; 
Beethoven, Piano Sonata in C Minor (“Pathetique”), Op. 13, i. In 
some cases, the moment representing the structural end of the in¬ 
troduction actually occurs somewhat after the exposition has 
begun; see Beethoven, Piano Sonata in E-flat (“Lebewohl”), Op. 
8ia, i, 21. The introduction to Haydn’s Symphony No. 90 in C 
could also be seen to “end” after the exposition has already begun 
(see ex. 13.5, in. 20). 

35. See Mozart, Quintet for Piano and Winds in E-flat, K. 
452, i (four parts); Beethoven, Symphony No. 7 in A, Op. 92, i 
(five parts). 

36. See Rudolf Klinkhammer, Die langsame Einleitung in der 
Instrumentalmusik der Klassik und Romantik: ein Sonderproblem in der 
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Entwkklung der Sonatenform (Regensburg: Bosse, 1971); and Mari¬ 
anne Danckwardt, Die langsame Einleitung: Ihre Herkunfi und ihr 
Ban bei Haydn und Mozart, 2 vols. (Tutzing: Schneider, 1977). 

37, A truncated small ternary thus lacks an A' section. 

Chapter 14 

1. Andante is more rightly considered a moderate tempo, but 
movements indicated by this marking usually follow the formal 
plans of a “slow” movement. 

2. The key of the slow movement is typically the subdomi¬ 
nant of the cycle’s overall tonality. 

3. A small number of slow movements are built as simple 
small ternaries. See Haydn, Piano Trio in D, Hob. XV:24, ii; 
Mozart, Piano Sonata in C, K. 309/284^ ii; Beethoven, Piano 
Sonata in E-flat, Op. 27/1, iii. Haydn’s Piano Trio in E-flat, Hob. 
XV:29, ii, is in small binary form. Three slow movements in violin 
sonatas by Mozart (in G, K. 379/3738, i; in A, K. 402/3856, i; and 
in C, K. 403/385C, ii) are effectively sonata forms in which the re¬ 
capitulation is eliminated. The end of the development is followed 
instead by the beginning of the next movement. 

4. In extreme cases, the slow movement can seem like an in¬ 
troduction to the next movement. See Haydn, Piano Sonata in D, 
Hob. XVI: 3 7, ii. The slow movement of Beethoven’s Waldstein 
Sonata is even specifically designated Introduzione. 

5. See Haydn, Piano Trio in D, Hob. XV: 16, ii; Beethoven, 
Piano Sonata in E-flat, Op. 27/1, iii. 

6. See ex. 14.2, discussed shortly; see also Beethoven, String- 
Quartet in F, Op. 59/1, iii. 

7. See Haydn, String Quartet in C, Op. 54/2, ii; Haydn, 
Piano Trio in E-flat, Hob. XV30, ii; Haydn, Piano Sonata in E 
Minor, Hob. XVL34, ii. 

8. Rather than reducing the development, Mozart tends to 
delete it, thus creating a sonata without development form. 

9. Transition/subordinate-theme fusion is also regularly ob¬ 
served in minuet form; see chap. 15. 

10. The use of l> VII as the first of two subordinate keys is 
somewhat unusual. Here, it surely functions more as the relative 
major of the goal subordinate key, A minor. Another case of 1 VII 
as a subordinate key occurs in the scherzo of Beethoven’s Ninth 
Symphony. There, however, Beethoven uses C major as the only 
subordinate key of a D-minor movement. 

11. Other examples: Haydn, Piano Sonata in E Minor, Hob. 
XVL34, ii, 9-18; Mozart, Serenade in D (“Haffner”), K. 
250/248^ ii, 30-37; Mozart, Serenade for Eight Winds in C 
Minor, K. 388/3843, ii, 17-24; Beethoven, Piano Sonata in F 
Minor, Op. 2/1, ii, 17-27 (sonata without development); Bee¬ 
thoven, Piano Sonata in B-flat, Op. 22, ii, 13-18. 

12. See chap. 16. For a fast-movement sonata that eliminates 
the transition from the exposition, see Haydn, Piano Sonata in E, 
Hob. XVL22, i, 9. 

13. The form of the main theme is nonconventional. It is 
perhaps best analyzed as an antecedent consisting of extended 
basic and contrasting ideas. 

14. Other examples: Haydn, Piano Sonata in F, Hob. XVI: 2 3, 
ii, 5; Mozart, Symphony No. 35 in D (“Haffner”), K. 385, ii, 17 
(the unit preceding the subordinate theme may perhaps be consid¬ 
ered a fusion of main-theme and transition functions); Mozart, 
Symphony No. 40 in G Minor, K. 550, ii, 20 (main theme ends 


with perfect authentic cadence); Mozart, Piano Concerto in C, K. 
503, ii, 35; Mozart, Piano Sonata in E K. 280/1896, ii, 9. 

15. Indeed, the development section in the slow movement 
of Mozart’s Piano Sonata in B-flat, K. 281/1891, consists exclu¬ 
sively of a standing on the dominant. 

16. Other examples: Haydn, String Quartet in C (“The 
Bird”), Op. 33/3, iii, 59-66; Haydn, Piano Sonata in G, Hob. 
XVI:39, ii, 23-30; Mozart, Symphony No. 35 in D (“Flaffner”), K. 
385, ii, 36-49. 

17. See Haydn’s Piano Trio in E-flat, Hob. XV29, i, and his 
Piano Sonata in B-flat, Hob. XVL41, ii, for rare instances of 
large ternary form in a fast opening movement and a fast finale, 
respectively. 

18. The secondary literature yields no consistent terminol¬ 
ogy for this form. Most theorists adopt a label indicating that it 
consists of three parts: “three-part Adagio form” (Ratz, Musik- 
alische Formenlehre, 35); “full sectional ternary” (Green, Form in 
Tonal Music, 93); “simple ternary” (Ebenezer Prout, Musical Form 
[London: Augener, 1893], chap. 10); and “compound ternary” 
(Berry, Form in Music, 68). Others classify it in the family of 
rondo forms: Schoenberg, Musical Composition, 190; Percy Goet- 
schius, The Larger Forms of Musical Composition (New York: 
Schirmer, 1915), 94. 

19. Musikalische Formenlehre, 35. Goetschius recognizes a 
similar scheme for what he calls the “first rondo form”: principal 
theme, subordinate theme, principal theme ( Larger Forms, 94). 
That he (along with Schoenberg) considers the large ternary to be¬ 
long to the “rondo” family undoubtedly relates to the idea that this 
formal type brings a recurring main theme. 

20. See Flaydn, Symphony No. 92 in G (“Oxford”), ii; 
Haydn, Symphony No. 100 in G (“Military”), ii; Mozart, Piano 
Sonata in C, K. 545, ii. 

21. See Haydn, Symphony No. 101 in D (“The Clock”), ii; 
Beethoven, Suing Quartet in B-flat, Op. 18/6, ii. 

22. For instance, the main theme from the slow movement of 
Beethoven’s Piano Sonata in C, Op. 2/3, is built as a simple eight- 
measure period (whose consequent is somewhat extended). In the 
second movement of Flaydn’s Piano Trio in C, Hob. XV27, the 
first part of the form consists of three distinct thematic units, each 
ending with a perfect authentic cadence in the home key. 

23. Exs. 6.1, 6.4, 7.3, and 7.8 are main themes of large 
ternary forms. 

24. See Haydn, Symphony No. 92 in G (“Oxford”), ii; Haydn, 
Symphony No. 96 in D (“The Miracle”), ii; Haydn, Piano Trio in 
C, Hob. XV27, ii. 

25. See Haydn, Piano Trio in A, Flob. XV:i8, ii; Beethoven, 
Piano Sonata in D (“Pastoral”), Op. 28, ii. 

26. See Haydn, Piano Trio in C, Hob. XV:ii, ii (in this move¬ 
ment, Haydn already tises the parallel minor prominently in the B 
section of the main theme); Mozart, Piano Sonata in D, K. 576, ii. 

27. See Beethoven, Violin Sonata in A, Op. 12/2, ii; 
Beethoven, Piano Sonata in G, Op. 79, ii. 

28. See Haydn, Piano Trio in G, Hob. XV25, ii. 

29. Placing an interior theme in a new key is more typical of 
the various rondo forms than of the large ternary. The greater for¬ 
mal complexity of the rondo makes more pressing the need for 
tonal contrast among its principal parts. 

30. To be sure, VT is not a normal subordinate key but, 
rather, is more a development key. See Haydn, String Quartet in G 
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Minor (“The Rider”), Op. 74/3, ii; Beethoven, Piano Sonata in G, 
Op. 31/1, ii. 

31. See Haydn, Symphony No. too in G (“Military”), ii; 
Haydn, Piano Trio in A, Hob. XV: 18, ii; Mozart, Piano Sonata in 
C, K. 330/30011, ii; Mozart, Piano Sonata in C, K. 545, ii; 
Beethoven, Piano Sonata in D (“Pastoral”), Op. 28, ii. 

32. Other example: Beethoven, String Quartet in B-flat, Op. 
18/6, ii, 32. 

33. Other examples: Haydn, Symphony No. 89 in F, ii, 
45-46; ITaydn, String Quartet in G, Op. 64/4, iii, 62; Haydn, 
Piano Trio in G, Hob. XV:i5, ii, 46-47. 

34. Other examples: Haydn, String Quartet in D (“The 
Lark”), Op. 64/5, ii; Haydn, String Quartet in G Minor (“The 
Rider”), Op. 74/3, ii; Beethoven, Violin Sonata in C Minor, Op. 
30/2, ii; Beethoven, Piano Sonata in G, Op. 31/1, ii. 

35. Other examples: Haydn, Symphony No. 96 in D (“The 
Miracle”), ii; Haydn, Symphony No. 101 in D (“The Clock”), ii; 
Haydn, Symphony No. 104 in D (“London”), ii; Haydn, String 
Quartet in E-flat, Op. 64/6, ii; Haydn, Piano Sonata in E-flat, 
Hob. XVL49, ii. 

36. The notion of a subordinate-theme complex is explained 
more fully in connection with couplet 2 of the five-part rondo and 
the sonata-rondo (chap. 16). 

37. See, for example, the interior theme of Haydn’s Sym¬ 
phony No. 101 (“The Clock”), ii, where mm. 35-39 are transi¬ 
tional, mm. 40-50 are like a subordinate theme (with a brief inter¬ 
nal half cadence), and mm. 50-62 are retransitional. 

38. Such as when Mozart, in the second movement of his 
Piano Sonata in C, K. 545, omits from the main theme, originally 
built as a small ternary, both the B and A' sections. 

39. See Haydn, Symphony No. 104 in D (“London”), ii, 
103-21; Haydn, String Quartet in D Minor (“Fifths”), Op. 76/2, 
ii, 51-61; Beethoven, Violin Sonata in A, Op. 12/2, ii, 100-19. 

40. See Beethoven, Violin Sonata in C Minor, Op. 30/2, ii; 
Beethoven, Piano Sonata in A, Op. 2/2, ii; Beethoven, Piano 
Sonata in E-flat, Op. 7, ii. In Beethoven’s Piano Sonata in C, Op. 
2/3, ii, a large section beginning at m. 53 functions very much like 
a coda, but because the main theme has not truly ended (m. 53 is a 
deceptive cadence), the section can ultimately be seen as an enor¬ 
mous interpolation within the main theme proper. 

41. See Beethoven, Violin Sonata in A, Op. 12/2, ii; 
Beethoven, Piano Sonata in C, Op. 2/3, ii; Beethoven, Piano 
Sonata in E-flat, Op. 7, ii. 

42. The precise, but inelegant, term sonata without develop ¬ 
ment appears often enough in the theoretical literature to warrant 
its use here (Tovey, The Forms of Music, 229; Webster, “Sonata 
Form,” 506). A number of texts refer to “sonatina form” (Berry, 
Form in Music , 197-98; Green, Form in Tonal Music, 230-31; 
Kohs, Musical Form, 291-96), but this tisage is problematic, since 
the form is not particularly associated with actual pieces labeled 
“sonatina.” Rosen ( Sonata Forms, 120-21) speaks of the “slow- 
movement” form (or the “overture” or “cavatina” form) and notes, 
contrary to the theoretical view presented here, that this “is not a 
first-movement form with the development omitted but the re¬ 
working of an earlier and independent pattern,” what he calls 
“aria” form, from earlier in the eighteenth century. Schoenberg 
identifies two different “Andante” forms, the second one, labeled 
ABAB, corresponding to a sonata without development ( Musical 
Composition, 190). For the same form, Ratz employs the unhelpful 


expression “two-part Adagio form” but nonetheless clearly iden¬ 
tifies its constituent formal functions ( Musikalische Formenlehre, 
36). 

43. See Haydn, Piano Trio in A, Hob. XV: 18, iii; Mozart, 
String Quartet in E-flat, K. 4287421b, iv; Mozart, Violin Sonata in 
C, K. 303/293C, i; Mozart, Violin Sonata in D, K. 306/300I, iii. 

44. See Mozart, Overture to The Marriage of Figaro, K. 492. 

45. See Rosen, Sonata Forms, 108-12. 

46. On the distinction between repetition and return, see 
chap, t, n. 12. 

47. To speak of a “first-time” listening experience is not nec¬ 
essarily to refer literally to the initial hearing of the piece. Even a 
well-known work can be experienced by a listener as if it were 
being heard for the first time. 

48. Beethoven does not seem to use this deviation. 

49. See Haydn, Piano Trio in E-flat, Hob. XV30, ii; Mozart, 
Violin Sonata in B-flat, K. 3 78/317d, ii. 

50. In an instrumental cycle, theme-and-variations form 
serves most often as the basis of a slow movement, although the 
form is frequently used for a fast finale. Thus the works cited here 
are not restricted to slow movements. 

51. Elaine R. Sisman’s Haydn and the Classical Variation offers 
the most comprehensive and up-to-date treatment of the topic. 
Other important studies include those by Esther Cavett-Dunsby, 
Mozart’s Variations Reconsidered: Four Case Studies (K. 6iy, K. 501, 
K. 421/4/7/:, K. 491) (New York: Garland, 1989); and Nicholas 
Marston, “Analysing Variations: The Finale of Beethoven’s String 
Quartet Op. 74,” Music Analysis 8 (1989): 303-24. The major Eng¬ 
lish-language study of variation procedure in general is that by 
Robert U. Nelson, The Technique of Variation (Berkeley and Los 
Angeles: University of California Press, 1948). 

52. Elaine R. Sisman, “Tradition and Transformation in the 
Alternating Variations of Haydn and Beethoven,” Acta Musicologica 
62 (1990): 152-82. 

53. See his Symphony No. 5 in C Minor, Op. 67, ii, and 
Piano Trio in E-flat, Op. 70/2, ii. Mozart did not adopt this type of 
variation form (Sisman, “Alternating Variations,” 160). 

54. Most of the examples of small binary in chap. 7 are 
themes for variation. See exs. 7.1, 7.2, 7.4, 7.5, and 7.7. 

55. See Haydn, String Quartet in F, Op. 74/2, ii; Mozart, 
Piano Trio in G, K. 496, iii. 

56. See Haydn, Symphony No. 97 in C, ii (binary to 
ternary); Mozart, Piano Sonata in D, K. 2847205b, iii (ternary to 
binary). 

57. See Haydn, Symphony No. 94 in G (“The Surprise”), ii; 
Haydn, Symphony No. 95 in C Minor, ii. 

58. See Flaydn, Symphony No. 81 in G, ii; Haydn, Sym¬ 
phony No. 91 in E-flat, ii. 

59. See Mozart, Clarinet Quintet in A, K. 581, iv, 81-84, 
91-95; Mozart, Violin Sonata in E-flat, IC. 481, iii, 141-49; 
Beethoven, Piano Sonata in G, Op. 14/2, ii, 61-64. 

60. See Beethoven, Volin Sonata in A, Op. 30/1, iii, 128-51. 

61. See Mozart, String Quartet in A, K. 464, iii, 164; 
Beethoven, String Quartet in A, Op. 18/5, iii, 130 (a work fre¬ 
quently claimed to be modeled on the preceding quartet by 
Mozart; see Jeremy Yudkin, “Beethoven’s ‘Mozart’ Quartet,” Jour¬ 
nal of the American Musicological Society 45 [1992]: 30-74); 
Beethoven, Piano Sonata in F Minor (“Appassionata”), Op. 57, ii, 
81; Beethoven, Piano Sonata in E, Op. 109, ii, 188. 
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Chapter 15 

1. The idea of even speaking of “minuet form” derives from 
Ratz, who specifically invokes the notion of Scberzoform ( Musikalis- 
che Formenlehre , 33-35)- Schoenberg does not refer to “minuet 
form” as such but devotes an entire chapter to this dance type, as 
well as a chapter to the scherzo ( Musical Composition, chaps. 15 and 
16). Rosen (Sonata Forms, 112-23) develops the concept of “min¬ 
uet sonata form” as a subcategory of sonata form but then refers 
more colloquially to “minuet form” (114). For all these writers, the 
form being discussed is that of the minuet proper or the trio, not 
the form of the minuet movement as a whole. 

2. Musical Composition, 150-51. 

3. MusikalischeFormenlehre, 33-35. Unlike Schoenberg, Ratz 
does not discuss the minuet as a separate movement type (probably 
because he primarily studies the music of Bach and Beethoven). 

4. See Beethoven, Symphony No. 4 in B-flat, Op. 60, iii. 

5. Musical Composition, 151. It is hard to reconcile the contra¬ 
dictory positions expressed here, except to recall that the published 
version of Musical Composition represents an edition compiled by 
Leonard Stein from (at least) five versions of the text (see “Editor’s 
Preface,” xiii). 

6. See Haydn, Piano Trio in B-flat, Hob. XV:8, ii; Bee¬ 
thoven, Piano Sonata in C, Op. 2/3, iii; Beethoven, Piano Sonata 
in E, Op. 14/1, ii. 

7. Another important difference between minuet/trio form 
and large ternary form concerns the restatement of the first part: 
the da capo almost always has the identical structure as the original 
minuet, whereas the return of the large ternary’s main theme is 
more readily altered. 

8 . And as suggested, the minuet and trio themselves often 
seem to function as relatively independent “movements.” 

9. A number of historians have observed striking relation¬ 
ships between minuet form and sonata form: Rosen directly assim¬ 
ilates the former to the latter with his notion of “minuet sonata 
form” (Sonata Forms, 112-23). James Webster views some minuets 
as “miniature sonata-form movements.” See his “Freedom of Form 
in Haydn’s Early String Quartets,” in Haydn Studies, ed. Jens Peter 
Larsen, Howard Serwer, and James Webster (New York: Norton, 
1981), 523. The notion propounded in this study is that the minuet 
and sonata are similar forms because they express some of the same 
interthematic functions, not because the minuet is a (smaller) ver¬ 
sion of the sonata. 

10. This situation is rare in the small ternary, but see ex. 6.7. 

11. See Mozart, String Quartet in G, K, 387, ii. 

12. Charles Rosen is perhaps the first writer to point out an 
“anomaly—or what ought to be an anomaly: the fact that it 
makes so little difference whether the first period [of the minuet] 
has a cadence on I or V. . . . If the harmonic structure is as impor¬ 
tant as we suspect it to be for the eighteenth century, then the ca¬ 
dence of the first part of a binary [i.e., minuet] form ought to 
count for a great deal” (Sonata Forms, 114). What Rosen is allud¬ 
ing to here is that minuet form, unlike sonata form, does not re¬ 
quire the exposition to modulate. He notes that this anomaly can 
be explained largely by the brevity of the former compared with 
the latter and further notes that if the modulation does not take 
place in the first part of the minuet, then it will likely occur in the 
next part. 

13. On occasion, however, the A section ends with a half ca¬ 


dence (see ex. 3.7), as is also sometimes the case for the small 

ternary (see chap. 6, n. 5). 

14. The appearance of an early authentic cadence is typical of 
the minuet form but is only 7 rarely found in the small ternary. The 
juxtaposition of two strong cadences—one in the home key, the 
other in the subordinate key—would create too great a dramatic 
conflict so early in a form that functions as a main theme in a 
larger formal context. 

15. This movement can also be interpreted as R = 2N with¬ 
out changing the basic purport of the analysis. In that case, the 
compound basic idea and continuation would be understood as a 
simple basic idea and contrasting idea. (The other formal labels of 
the movement could be easily 7 adjusted as well.) 

16. Other example: Beethoven, Symphony No. 7 in A, Op. 
92, iii, 17-22. 

17. As regards a formal unit “beginning” with cadential func¬ 
tion (or even consequent function, as in the preceding example), 
see chap. 8. 

18. Rosen, Sonata Forms, 114, 

19. See, for example, the minuet from Beethoven’s Symphony 7 
No. 8 in F, Op. 93, whose B section brings the dominant as an initi¬ 
ating region but fails to confirm it by any subsequent cadence. 

20. In two works by Mozart, the minuet proper remains non- 
modulatory in the home key, but the trio expresses the subordinate 
key by residing entirely in the dominant region. See Fine kleine 
Nachtmusik, K. 525, iii, and Symphony No. 35 in D (“Haffner”), 
K. 385, iii. 

21. But see Haydn, Symphony No. 85 in B-flat (“La reine”), 
iii; Haydn, String Quartet in D, Op. 71/2, iii; Beethoven, Piano 
Sonata in C-sharp Minor (“Moonlight”), Op. 27/2, ii. 

22. In addition to signaling a transition, the submediant is 
particularly appropriate here, for it: realizes an earlier implication 
(see ex. 4.10a) that the diminished seventh chord (over the tonic 
pedal) in m. 7 wants to resolve to VI, even though it moves to I in¬ 
stead; see chap. 4, n. 16. 

23. See Haydn, String Quartet in B-flat, Op. 50/1, iii; Mozart, 
Fine kleine Nachtmusik, K. 525, iii; Mozart, String Quartet in A, 
K. 464, ii; Beethoven, Violin Sonata in F (“Spring”), Op. 24, iii. 

24. See Nors S.Josephson, “Vcranderte Reprisen in Mozarts 
spaten Menuetten,” Mozart-Jahrbuch 797(5/77, 59-69, for a de¬ 
tailed examination of changes in the recapitulations of some 
Mozart minuets. 

25. Besides fulfilling its specific formal purposes, the decep¬ 
tive cadence gives Haydn a final chance to play on the potential of 
the diminished seventh chord in measure 31 (not shown, but cf. ex. 
4.10a, m, 7) to resolve to VI radier than to I; see n. 22. 

26. In discussing this scherzo, Ratz notes that the expansion 
of the A' section is motivated by the relatively “unsatisfying” na ¬ 
ture of the B section, which does not bring the emotional climax of 
the scherzo as might be expected. Thus the sense of “develop¬ 
ment” is transferred instead to the recapitulation in the guise of 
the WI episode (Alusikalische Formenlehre, 35). 

27. The functional expression of the phrase in mm. 5-8 is 
ambiguous. Following die cadence, it can be considered a new pre¬ 
sentation to begin the transition/subordinate-theme fusion. But 
the nature of the musical material hardly suggests the sense of a 
new beginning. In addition, the phrase is supported by a weak 
tonic prolongation (I 6 ), and the new grouping units of two mea¬ 
sures represent fragmentation in relation to the previous four- 




2 84 NOTES TO PAGES 229-237 


measure cadential unit. Thus the phrase also projects a strong de ¬ 
gree of continuation function. 

28. Other example: Mozart, Symphony No. 36 in C 
(“Linz”), K. 425, iii. 

29. That the “contrasting” middle of the small ternary tends 
to be more complex and intense than the outer parts is fairly obvi¬ 
ous. And at a lower level of formal organization, a “contrasting” 
idea tends to exhibit greater intensity regarding harmony and 
rhythm in relation to the preceding basic idea. As a general rule, a 
“middle” function at any level of structure is more intense than a 
beginning function (e.g., continuation vs. presentation, develop¬ 
ment vs. exposition, interior theme vs. main theme, etc.). The 
main exception to this principle is the trio of minuet/trio form. 

30. See Webster, Haydn’s “ Farewell ” Symphony , 160-62. The 
minuet proper is rarely linked by a transitional passage to the trio. 
For an exception, see Haydn, Symphony No. 99 in E-flat, iii. 

31. See the second ending of the trio in Mozart’s String 
Quartet in D, K. 499, ii. 

32. See Beethoven, String Quartet in D, Qp. 18/3, iii. 

33. See Beethoven, Piano Sonata in E, Op. 14/1, ii. 

34. An exceptional situation arises in Haydn’s String Quartet 
in E-flat, Op. 20/1, ii, in which the ending harmony is neither the 
dominant of the key of the trio (At) nor that of the minuet (Eb) 
but, rather, the dominant of F minor, a key related to both. 

Chapter 16 

1. The theoretical literature offers a variety of terms for la ¬ 
beling and classifying the different rondo types. Most terminolo¬ 
gies refer to the number of parts and thus include such expressions 
as “five-part,” “seven-part,” and even “nine-part” rondo. A favorite 
scheme originating in the nineteenth century (also based on the 
number of parts) establishes “first” (ABA, the large ternary), “sec¬ 
ond” (ABACA), and “third” (ABACADA) rondo forms. The term 
“sonata-rondo” is used by many writers, but its precise definition 
varies considerably. 

2. See Haydn, Piano Trio in G, Hob. XV25, iii, 35. 

3. See Mozart, Violin Sonata in F, K. 547, i, 17; Mozart, 
Piano Sonata in C Minor, K. 457, ii, 8; Beethoven, Piano Trio in 
E-flat, Op. 1/1, ii, 21. 

4. See Mozart, Violin Sonata in E-flat, K. 481, ii, 17-28; 
Beethoven, Piano Sonata in C Minor, Op. 13 (“Pathetique”), ii, 
I 7 _2 3 - 

5. Other example: Mozart, Piano Trio in E, K. 542, ii, 

33 - 47 - 

6. Given that Haydn privileges the large ternary for slow 
movements, it is not surprising that he tends to fashion the second 
couplet of the five-part rondo as an interior theme. Likewise, 
Mozart’s regular use of a subordinate-theme complex for this cou¬ 
plet relates to his preference for the sonata-without-development 
form. (Beethoven regularly employs both options.) 

7. All subsequent references to a minore assume the possibil ¬ 
ity of a maggiore as well. 

8. For an exception, see Haydn, Symphony No. 89 in F, iv. 

9. See Beethoven, Piano Sonata in G, Op. 14/2, iii, 23-42. 

10. Indeed, refrain 2 (and any subsequent return) may seem 
like a “variation” of refrain 1, giving rise to what some writers call 
a “variation rondo” (Green, Form in Tonal Music, 113); Sisman, fol¬ 
lowing hints by Koch, prefers to see such movements as “hybrid” 


forms of the variation, not of the rondo, and so prefers the term 
“rondo-variation” {Classical Variation, 72, 150). 

11. See Mozart, Eine kleine Nachtmusik, K. 525, ii, 31; 
Mozart, Violin Sonata in E-flat, K. 3 80/3 74b iii, 28; Mozart, Piano 
Sonata in B-flat, K. 570, ii, 27; Beethoven, Rondo for Piano in C, 
Op. 51/1, 44. 

12. See Haydn, Symphony No. 97 in C, iv, 114; Flaydn, 
String Quartet in G, Op. 54/1, iv, 66; Haydn, String Quartet in F, 
Op. 77/2, iii, 40. 

13. There is an exception for fast movements, in which the 
appearance of an interior theme for couplet 1 would immediately 
suggest a rondo, because large ternary form is used almost exclu¬ 
sively for slow movements. 

14. An exceptional case is Haydn’s String Quartet in G, Op. 
54/1, iv, in which an interior theme appears in III. 

15. See Mozart, Piano Sonata in C, K. 545, iii; Beethoven, 
Piano Sonata in G, Op. 49/2, ii. 

16. For example, the second movement of Beethoven’s Piano 
Trio in E-flat, Op. 1/1, mm. 5iff., establishes a genuine core 
(model, sequence, fragmentation, half cadence, standing on the 
dominant), whose final harmony (V/VI) leads directly to refrain 3. 
Haydn’s Piano Trio in D, Hob. XV:7, iii, mm. i29ff., brings a 
pseudo-core in fantasia style, and the finale of his Piano Trio in E 
Minor, Hob. XV:i2, mm. 95ffi, contains a lengthy core substitute 
typical of his development sections in sonata form. The second 
couplet in the funeral march of Beethoven’s Eroica Symphony (see 
ex. 16.4, m. 114) features a fugato passage that begins in IV and 
modulates to V, a standard tonal progression for the development 
section of a minor-mode movement. 

17. See Flaydn, Piano Sonata in C, Hob. XVL48, i 
(abridged). 

18. See Beethoven, Rondo for Piano in C, Op. 51/1. 

19. See Haydn, Piano Sonata in A-flat, Hob. XVL43, iii; 
Mozart, Horn Quintet in E-flat, K. 407/3 86c, iii; Beethoven, 
Piano Sonata in G, Op. 14/2, iii. 

20. See also Mozart, Piano Trio in G, K. 564, iii; Beethoven, 
String Quartet in C Minor, Op. 18/4, iv. 

21. Precisely which works of Haydn should be considered 
sonata-rondos and the extent of Mozart’s influence on these 
works have been hotly debated by Malcolm S. Cole, “The 
Rondo-Finale: Evidence for the Mozart-Haydn Exchange?” 
Mozart-Jahrbuch 196H-70, 242-56, and “Haydn’s Symphonic- 
Rondo Finales: Their Structure and Stylistic Evolution,” Haydn 
Yearbook 13 (1982): 113-42; and Steven C. Fisher, (“Sonata Proce¬ 
dures in Haydn’s Symphonic Rondo Finales of the 1770s,” in 
Haydn Studies, ed. Jens Peter Larsen, Howard Serwer, and James 
Webster (New York: Norton, 1981), 481-87, and “Further 
Thoughts on Haydn’s Symphonic Rondo Finales,” Haydn Yearbook 
17 (1992): 85-107. 

22. Exceptions include Mozart, Piano Trio in D Minor, K. 
442, ii; Beethoven, Symphony No. 4 in B-flat, Op. 60, ii; 
Beethoven, String Quartet in D, Op. 18/3, ii. 

23. The main-theme group from Mozart’s Serenade in D 
(“Posthorn”), K. 320, iv, is particularly large, containing at least 
three distinct themes. 

24. Indeed, the discussions of subordinate theme and transi¬ 
tion in chaps. 8 and 9 include some examples of sonata-rondo 
form. See exs. 8.5, 8.16, and 9.10. 

25. In the finale to Beethoven’s Symphony No. 2 in D, Op. 



NOTES TO PAGES 237-243 285 


36, the cadential progression of the theme is abandoned and never 
completed (see also Symphony No. 6 in F [“Pastoral”], Op. 68, v; 
Piano Sonata in G, Op. 31/1, iv; Piano Sonata in E Minor, Op. 90, 
ii). In the finale of his Symphony No. 8 in F, Op. 93, a cadential unit 
to close the theme is missing entirely (see also Violin Sonata in D, 
Op. 12/1, iii; Piano Sonata in A, Op. 2/2, iv). And in his Piano 
Sonata in C, Op. 2/3, iv, a relatively tight knit subordinate theme 
initially closes with a perfect authentic cadence, but is then repeated, 
significantly expanded, and left open without cadential closure. 

26. Abridged second refrains are rarely used before a second 
couplet built as a development section (but see Haydn, Symphony 
No. 94 in G [“The Surprise”], iv). However, they do appear now 
and then when they precede a second couplet built as an interior 
theme. See Mozart, Violin Sonata in A, K. 526, iii, 168; Mozart, 
Piano Trio in C, K. 548, iii, 62; Beethoven, Piano Sonata in C, Op. 
2/3, iv, 69-76. 

27. See Haydn, Symphony No. 94 in G (“The Surprise”), 
iv, 112. 

28. See Haydn, Symphony No. 88 in G, iv; Haydn, String 
Quartet in E-flat, Op. 64/6, iv; Beethoven, Symphony No. 8 in F, 
Op. 93, iv; Beethoven, Piano Sonata in E-flat, Op. 7, iv. 

29. Other example: Mozart, Symphony No. 35 in D 
(“Hafftier”), K. 385, iv, 80. 

30. See Symphony No. 8 in F, Op. 93, iv, 151; Piano Sonata 
in D, Op. 10/3, iv, 46. A false recapitulation at the end of the sec¬ 
ond couplet can also be constructed as an interior theme. See Vio¬ 
lin Sonata in F (“Spring”), Op. 24, iv, 112; Cello Sonata in G 
Minor, Op. 5/2, ii, 159. 

31. Beethoven’s technique of the false recapitulation is not 
confined to the sonata-rondo. See his Rondo for Piano in C, Op. 
51/1, and Piano Sonata in G, Op. 14/2, iii (five-part rondos), and 
his Violin Sonata in G, Op. 30/3, iii (seven-part rondo). The tech¬ 
nique can also be found preceding refrain 2 of any rondo form. See 
Haydn, Piano Trio in D, Hob. XV: 7, iii, 91 (a five-part rondo 
whose first couplet is highly developmental); Beethoven, Cello 
Sonata in F, Op. 5/1, ii, 60 (sonata-rondo). 

32. For some theorists, a sonata-rondo must contain a de¬ 
velopment section, and thus the appearance of an interior theme at 
this point in the form would yield a different rondo type (e.g., a 
“seven-part rondo” for Kohs [Musical Form, 296-97], a “large 
Rondo” for Schoenberg [Musical Composition, 190]). On the con¬ 
trary, I consider the essential “sonata” component of the sonata - 
rondo form to be the recapitulation of the subordinate-theme 
complex, not the presence of a development section. 

33. See Mozart, String Quintet in G Minor, K. 516, iv; 
Mozart, Violin Sonata in B-flat, K. 454, iii; Beethoven, Piano 
Sonata in C, Op. 2/3, iv. 

34. See Mozart, Piano Quartet in E-flat, K. 493, iii; Mozart, 
Piano Sonata in C, K. 309/2 84b, iii; Beethoven, Symphony No. 6 
in F (“Pastoral”), Op. 68, v. 

35. Double-region couplets are almost always found in 
sonata-rondos, but at least one five-part rondo (Mozart, Piano 
Sonata in C Minor, K. 457, ii) also features this procedure. Al¬ 
though genuine double-region couplets seem to appear in works 
by Mozart only, Beethoven wrote one couplet that represents a 
variant on the Mozartian type. In Beethoven’s Piano Sonata in C, 
Op. 2/3, iv, the second couplet is in two parts—a development 
leading to a perfect authentic cadence in VI, and a true interior 
theme in IV 


36. Other examples: Piano Quartet in E-flat, K. 493, iii, 170, 
200; Piano Trio in D Minor, K. 442, ii, 112, 141; Piano Trio in E, 
K. 542, iii, 93, 121; Violin Sonata in C, K. 296, iii, 70, 92; Violin 
Sonata in A, K. 526, iii, 185, 216; Piano Sonata in D, K. 311/284C, 
iii, 119, 139. 

37. Despite the correspondence to a sonata recapitulation, it 
is still questionable whether this return should be considered a true 
“recapitulation” of the rondo refrain. See the earlier discussion of 
refrain 3 in the five-part rondo form. 

38. See Haydn, Symphony No. 102 in B-flat, iv (incomplete). 

39. See Mozart, String Quintet in C, K. 515, iv; Mozart, 
Piano Quartet in E-flat, K. 493, iii. 

40. See ex. 12.4, m. 140; see also Mozart, Piano Trio in C, K. 
548, iii; Mozart, Piano Sonata in C, K. 309/284^ iii; Mozart, 
Piano Sonata in C Minor, K. 457, iii; Beethoven, Piano Sonata in 
C Minor (“Pathetique”), Op. 13, iii. 

41. See Beethoven, Piano Sonata in E, Op. 14/1, iii. On at 
least one occasion, the couplet appears in tVII. See his Violin 
Sonata in F (“Spring”), Op. 24, iv. 

42. See chap. 11. The sonata -rondo finale of the Piano Trio 
in B-flat (“Archduke”), Op. 97, brings the final couplet first in the 
subdominant, but then readjusts it into the home key. 

43. Exceptions include Haydn, Symphony No. 88 in G, iv; 
Beethoven, Piano Sonata in A-flat, Op. 26, iv. In such cases, the 
form resembles a sonata more than a rondo. 

44. See Green, Form in Tonal Music, 163-64. Berry is not ex¬ 
plicit on this point, but his one complete analysis of a classical 
sonata-rondo places the coda after the refrain ( Form in Music, 
213). Tovey’s views are inconsistent: in the entry “Rondo” (in The 
Forms of Music, 193), he discusses sonata-rondo form in which 
“the coda may contain a final return of the rondo-theme” but then 
refers to situations in which the coda occurs after the final refrain. 
Throughout A Companion to Beethoven's Pianoforte Sonatas (Lon¬ 
don: Associated Board, 1935), Tovey invariably analyzes the coda 
according to this latter view. 

45. See Mozart, String Quartet in D, K. 575, iv, 168, 182; 
Mozart, Piano Sonata in C Minor, K. 457, iii, 211,221. 

46. See Haydn, Symphony No. 103 in E-flat (“Drumroll”), 
iv; Beethoven, String Quartet in F, Op. 18/1, iv; Beethoven, Violin 
Sonata in E-flat, Op. 12/3, iii. 

47. See Piano Trio in D Minor, K. 442, ii; Piano Trio in B- 
flat, K. 502, iii; Violin Sonata in B-flat, K. 454, iii. 

48. See Serenade in D (“Haffner”), K. 250/248^ iv; Piano 
Sonata in B-flat, K. 281/189!, iii; Rondo for Piano in F, K. 494. 

49. Written-out cadenzas appear in a number of other 
sonata-rondos in the repertory. See Mozart, Quintet for Piano 
and Winds in E-flat, K. 452, iii; Mozart, Piano Sonata in D, K. 
311/2840, iii; Mozart, Piano Sonata in B-flat, K. 333/315C, iii; 
Beethoven, Piano Sonata in G, Op. 31/1, iii. 

Chapter 17 

1. With the exception of Green’s informative treatment of 
“concerto-sonata form” ( Form in TtmalMusic, 241-50), few of the 
standard theory texts, such as those by Berry and Kohs, recognize 
a specific “concerto form” as such. Likewise, both Schoenberg and 
Ratz are silent on the topic. Unlike theorists, however, historians 
have actively investigated the formal organization of the classical 
concerto, especially as handled by Mozart. Among the more im- 
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portant recent studies are those by Shelly Davis, “H. C. Koch, the 
Classic Concerto, and the Sonata-Form Retransition,” Journal of 
Musicology 2 (1983): 45-61; Robert Forster, “Zur Funktion von 
Anfangsritornell und Reprise in den Kopfsatzen einiger Klavier- 
konzerte Mozarts,” Mozart-Jahrbuch i<)86, 74-89; Konrad Kiister, 
Formale Aspekte des ersten Allegros in Mozarts Kmzerten (Kassel: 
Barenreiter, 1991); Daniel Leeson and Robert D. Levin, “On the 
Authenticity of K. Anh. C 14.01 (297b), a Symphonia Concertante 
for Four Winds and Orchestra,” Mozart-Jahrbuch 2976/77, 70-96; 
Charles Rosen, Sonata Forms, chap. 5; David Rosen, “The Com¬ 
poser’s ‘Standard Operating Procedure’ as Evidence of Intention: 
The Case of a Formal Quirk in Mozart’s K. 595 "Journal of Musi¬ 
cology 5 (1987): 79-90; and Jane R. Stevens, “Patterns of Recapitu¬ 
lation in the First Movements of Mozart’s Piano Concertos,” in 
Musical Humanism and Its Legacy: Essays in Honor of Claude Palisca, 
ed. Nancy Kovaleff Baker and Barbara Russano Hanning 
(Stuyvesant, NY: Pendragon, 1992), 397-418. This chapter treats 
many of the same issues explored in these studies but situates them 
in a more specifically form-functional approach. 

2. The slow movement of a classical concerto may also be 
written as a sonata, a sonata without development, or a five-part 
rondo. The finale is usually a rondo of some kind, either a standard 
sonata-rondo or one containing prominent concerto-form ele¬ 
ments. See Green’s discussion of “concerto-rondo” form ( Form in 
Tonal Music, 250-53). For convenience, all subsequent citations to 
individual works refer to their first movement. 

3. This summary of the aesthetics of concerto form owes 
much to Tovey (“The Classical Concerto,” in Essays in Musical 
Analysis, 3: 3-27); and Rosen ( The Classical Style and Sonata Forms). 

4. Terminological problems associated with concerto form in 
relation to ritornello form, on the one hand, and sonata form, on 
the other hand, are summarized in Kiister, Formale Aspekte, 3-7. 

5. Most modern views of concerto form present a similar 
scheme, although the number and placement of the ritornellos 
vary. For example, David Rosen (“Standard Operating Procedure,” 
81) follows Leeson and Levin (“Authenticity,” 79) in recognizing 
for Mozart’s concertos two distinct ritornellos toward the end of 
the movement—one that precedes the cadenza and one diat fol¬ 
lows it. A number of historians also identify for some concertos an 
additional ritornello (or remnants of such a ritornello) standing be¬ 
tween the solo development and the solo recapitulation. See Eu¬ 
gene K. Wolf, “Concerto,” The New Harvard Dictionary of Music, 
189; Davis, “Classic Concerto,” 49-56; and Stevens, “Patterns of 
Recapitulation,” 409-15. 

6. Very exceptionally, the soloist participates briefly with the 
orchestra at the beginning of the opening ritornello. See Mozart, 
Piano Concerto in E-flat, K. 271; and Beethoven, Piano Concerto 
No. 4 in G, Op. 58. 

7. Like a rondo, but unlike a sonata, a concerto’s main theme 
does not dose with a half cadence. 

8. Exceptions include Mozart, Piano Concerto in C Minor, 
K. 491; Beethoven, Piano Concertos No. 1 in C, Op. 15, and No. 2 
in B-flat, Op. 19. 

9. See Mozart, Piano Concerto in F, K. 413/3873; Mozart, 
Piano Concerto in D Minor, K. 466. In both cases, the transition is 
nonmodulating, and the subordinate key first appears at the very 
beginning of the subordinate theme. In Beethoven’s Piano Con¬ 
certo No. 2 in B-flat, Op. 19, the transition of the opening ritor¬ 
nello modulates to the subordinate key. The subsequent subordi¬ 


nate theme begins in die i>VI region of that key and returns quickly 
back to the home key. The opening of Beethoven’s Piano Concerto 
No. 3 in C Minor, Op. 37, also modulates to the subordinate key, 
but the return to the home key is considerably delayed well into 
the subordinate theme. 

to. See Mo7,art, Piano Concerto in E-flat, K. 449; Mozart, 
Piano Concerto in C, K. 503. 

11. See Haydn, Piano Concerto in D, Hob. XVIII: 11; 
Beethoven, Piano Concerto No. 5 in E-flat (“Emperor”), Op. 73; 
both of these movements contain a single, albeit two-part, subor¬ 
dinate theme. Three of the four horn concertos by Mozart (in D, 
K. 412/386!), in E-flat, K. 447, and in E-flat, K. 495) have a single, 
relatively short, subordinate theme. 

12. Mozart’s Piano Concerto in A, K. 488, is exceptional for 
having die solo exposition largely reproduce the content and orga¬ 
nization of the opening ritornello. 

13. Cuthbert Girdlestone, Mozart and His Piano Concertos 
(1958; reprint, New York: Dover, 1964), 27. 

14. See Mozart, Piano Concertos in E-flat, K. 271, in F, K. 
413/3878, and in B-flat, K. 450; Beethoven, Piano Concertos No. 4 
in G, Op. 58, and No. 5 in E-flat (“Emperor”), Op. 73; Beethoven, 
Violin Concerto in D, Op. 61. 

15. The terms ritornello and solo can now be used as adjectives 
to distinguish between die main theme, transition, and subordinate 
themes of the opening ritornello and those of the solo exposition. 

16. See Mozart, Piano Concertos in G, K. 453, and in D 
(“Coronation”), K. 537. 

17. See Mozart, Piano Concertos in F, K. 413/3873, and in 
C, K. 503. 

r8. See Mozart, Piano Concertos in C, K. 415/387I), and in 
E-flat, K. 482; Beethoven, Piano Concerto No. 2 in B-flat, Op. 19. 

19. See Mozart, Piano Concertos in C, K. 415/3 87b, in D 
Minor, K. 466, in C Minor, K. 491, and in C, K. 503; Beethoven, 
Piano Concertos No. 1 in C, Op. 15, and No. 2 in B-flat, Op. 19. 

20. See Mozart, Piano Concertos in F, K. 413/3878, and in 
E-flat, K. 482. 

21. See Beethoven, Piano Concertos No. 4 in G, Op. 58, and 
No. 5 in E-flat (“Emperor”), Op. 73. 

22. See a group of four piano concertos written by Mozart, 
one after the other in 1784 (in D, K. 451, in G, K. 453, in B-flat, 
K. 456, and in F, K. 459). See also Haydn, Piano Concerto in D, 
Hob. XVIILii; Haydn, Trumpet Concerto in E-flat, Hob. VIIe:i; 
Bccdioven, Piano Concerto No. 3 in C Minor, Op. 37. 

23. Four different themes can also appear. See Mozart, Piano 
Concerto in C Minor, K. 491; Beethoven, Piano Concerto No. 1 
in C, Op. 15. 

24. See Mozart, Piano Concerto in E-flat, K. 482 (parts are 
shown in exs. 17.3 and 17.5). 

25. In Mozart’s mature piano concertos (those written in Vi¬ 
enna), there are only three instances when the first solo subordi¬ 
nate theme draws on material from the first ritornello subordinate 
theme (see Piano Concertos in D, K. 451, in D Minor, K. 466, and 
in A, K. 488). 

26. Other examples: Mozart, Piano Concertos in E-flat, K. 
449, in G, K. 453, and in B-flat, K. 595. 

27. Rosen, Sonata Forms, 79-80. 

28. Lowinsky, “On Mozart’s Rhythm,” 44. 

29. Other examples: Mozart, Piano Concertos in F, K. 
413/3873, in G, K. 453, in B-flat, K. 456, and in C, K. 467; 
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Mozart, Sinfonia Concertante for Violin and Viola in E-flat, K. 
364/32od; Beethoven, Piano Concerto No. 3 in C Minor, Op. 37. 

30. In the scholarly literature, this ritornello is usually iden¬ 
tified by number as the “second” ritornello (or tutti). The term 
subordinate-key ritornello seeks to provide a degree of functional in¬ 
terpretation to this section of the concerto, since, as will be dis¬ 
cussed shortly, the transposing of opening ritornello material into 
die subordinate key is central to its function. 

31. Tovey, “The Classical Concerto,” 9-10. 

32. David Rosen, “Standard Operating Procedure,” 82-83. 

33. See Mozart, Piano Concertos in D Minor, K. 466, and in 
D (“Coronation”), K. 537; Mozart, Clarinet Concerto in A, K. 622. 

34. See Mozart, Piano Concerto in B-flat, K. 595; Mozart, 
Sinfonia Concertante for Violin and Viola in E-flat, K. 364/3 2od. 

35. Other examples: Mozart, Piano Concerto in C, K. 467; 
Beethoven, Piano Concerto No. 3 in C Minor, Op. 37. 

36. Rosen, Sonata Forms, 89-95. 

37. See Haydn, Piano Concerto in D, Hob. XVIII: 11; 
Mozart, Piano Concerto in B-flat, K. 595; Mozart, Clarinet Con¬ 
certo in A, K. 622. 

38. See Mozart, Piano Concertos in G, K. 453, and in E-flat, 
K. 482. 

39. Given that the beginning of the recapitulation often 
brings the full orchestra alone, historians have sometimes recog¬ 
nized a formal “ritornello” at this point, one that harks back to ear¬ 
lier midcentury models of concerto. See Stevens, “Patterns of Re¬ 
capitulation,” for an interesting discussion of the different ways in 


which tutti and solo textures can interact at the start of Mozart’s 
concerto recapitulations. 

40. Exceptions include Mozart, Piano Concertos in F, K. 
4i3/387a, and in C, K. 4157387b. 

41. See Mozart, Piano Concertos in D Minor, K. 466, and in 
C Minor, K. 491; Beethoven, Piano Concertos No. 2 in B-flat, Op. 
19, and No. 4 in G, Op. 58. 

42. See Mozart, Horn Concerto in E-flat, K. 417; Mozart, 
Sinfonia Concertante for Violin and Viola in E-flat, K. 364. 

43. See Mozart, Piano Concertos in E-flat, K. 482, and in C, 
K. 503; Beethoven, Piano Concerto No. 1 in C, Op. 15. 

44. See Mozart, Piano Concerto in B-flat, K. 450. 

45. See Mozart, Piano Concertos in E-flat, K. 271, and in F, 
K. 459. 

46. See Mozart, Piano Concerto in E-flat, K. 482. 

47. See Mozart, Horn Concerto in D, K. 412/3866. 

48. See Mozart, Piano Concerto in B-flat, K. 450. 

49. Cadenzas are omitted in Mozart’s Clarinet Concerto in 
A, K. 622, as well as his Horn Concertos in D, K. 412/3866, and in 
E-flat, K. 417. 

50. As mentioned, some historians recognize these parts as 
separate ritornellos (see n. 5). 

51. A form-functional examination of Mozart’s and 
Beethoven’s written-out cadenzas must be postponed for a later 
study. For now, see Joseph Swain, “Form and Function of the 
Classical Cadenza,” Journal of Musicology 6 (1988): 27-59, f° r an 
important step in this direction. 
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References to musical examples in the text appear in parentheses following the citation of 
work and movement. Pages in italics refer to substantive discussions of the compositions. 


Beethoven, Ludwig van 

bagatelle 

Op. 33/6 (D) (ex. 4.16), 58, 26511.48, 
2690.30 

Op. 126/3 (E-flat), 267ml.7, 8, 19 
concerto, piano 

No. 1, Op. 15 (C), i, 270n.11, 
286nn.8, 19, 23, 287n-43; ii 
(ex. 1.4), 13-15, 16, 75 
No. 2, Op. 19 (B-flat), i, 2670.29, 
2740.34, 286nn.8, 9, 18, 19, 
2870.41; iii (ex. 5.9), 65, 2650.43 
No. 3, Op. 37 (C Minor), i (exs. 5.15, 
11.8), 69, 167, 249, 286nn-9, 22, 

29, 2870.35; iii, 2680.24 
No. 4, Op. 58 (G), i, 286nn.6, 14, 21, 
2870.41 

No. 5, Op. 73 (E-flat), “Emperor,” i, 
2730.74, 2750.19, 286nn.11, 14, 21 
Concerto for Violin, Op. 61 (D), i, 
2860.14 

Overture to Coriolanus, Op. 62 (exs. 8.4, 
8.9, 11.14, 11.17, 12.6), 101, 106, 
107, 119, 121, 123, 171, 174, 183, 
187-5/1, 2730.84, 27711.17 
quartet, string 

Op. 18/1 (F), i, 2710.39, 2750.21, 
2760.44; iv, 285n-46 
Op. 18/2 (G), i, 28on.i6; ii (ex. 4.12), 
57, 2640.15, 26611.12; iv (ex. 5.7), 
61, 267n.ro, 2690.28 
Op. 18/3 (D), i, 2760.45; ii, 2840.22; 
iii, 2840.32 

Op. 18/4 (C Minor), i, 2640.22, 
2720.60, 2760.40; iv, 2840.20 
Op. 18/5 (A), i, 28on.2i; ii, 26711.8, 
2680.15; iii, 282m61 
Op. 18/6 (B-flat), ii, 28111.21, 
2820.32; iii, 2660.13 


Op. 59/1 (F), iii, 16711.4, 28m.6 
Op. 59/3 (C), i, 2640.28 
Op. 74 (E-flat), “Harp,” iv, 26911.31 
Rondo for Piano, Op. 51/1 (C), 26811.15, 
2840n.11, 18, 2850.31 
Serenade for Violin, Viola, and Cello, 
Op. 8 (D), iv (ex. 4.8), 53, 57 
sonata, cello 

Op. 5/1 (F), ii, 2850.31 
Op. 5/2 (G Minor), ii, 268n.22, 
2690.36, 2850.30 
Op. 69 (A), i, 2740.32; iii, 2720.48 
sonata, piano 

Op. 2/1 (F Minor), i (exs. 1.1, 1.7, 

1.8, 10.8, 10.15, n-H), 9-22, 12, 
17-20, 41, 42, 99, 115, 133, 147, 
! 53 , 171, 2650.45, 2 75 n - I2 > 
2760.35; ii, 217, 28m.11 
Op. 2/2 (A), i (exs. 8.2, 8.12, 11.1, 
13.6), 99, 113, 117, 119, 121, 123, 
163, 201, 2710.31, 27311.84, 
2740-91; ii. 2670.4, 26911.35, 
2730.67, 2820.40; iv, 2840.25 
Op. 2/3 (C), i (ex. 3.13), 45, 2640.20, 
27inn.22, 34; ii, 282M1.40, 41; 
iii, 2830.6; iv (ex. 9.9), 131, 

2800.14, 2840.25, 28500.26, 

33 . 35 

Op. 7 (E-flat), i, 27411.26; ii (ex. 6.4), 
77, 84, 86, 89, 268nn.8, 20, 26, 
2730.67, 28m.23, 28200.40, 41; iii 
(exs. 15.1, 15.11), 221, 227, 267x1.7; 
iv (ex. 12.4), 181, 27m.28, 2780.18, 
2 85ml. 2 8, 40 

Op. 10/1 (C Minor), i, 27onn.i3, 

17 bottom, 2710.38, 274x1.27, 
2780.39; ii (exs. 5.10, 12.n), 65, 

67, 192, 217, 2650.43, 27onn.i3, 

14, 27m.23, 2730.86, 27900.20, 

2 93 


26; iii (ex. 9.5), 1 29, 133, 27411.15, 
277n.11, 2780.12, 2800.9 
Op. 10/2 (F), i, 26511.52, 2720.57, 

27411.6, 2770.59 

Op. 10/3 (D), i, 2730.74, 274x1.2.2, 
2750.13, 2760.46, 2780.26; ii (ex. 

14.1), 2051-11, 27311.71; iv (ex. 

16.5), 237, 2850.30 
Op. 13 (C minor), “Pathetique,” i, 
2720.66, 2750.38, 277x1.12, 

2780.39, 2800.34; ii, 2840.4; iii, 
27211.57, 2750.37, 2850.40 
Op. 14/1 (E), i, 2700.13, 2760.48; ii, 

2830.6, 2840.33; iii, 2850.41 

Op. 14/2 (G), i (exs. 3.4, 10.9, 10.11, 
10.20), 37, 39, 40, 41, 147, 151, 

155, 155), 2640.13, 275nn.11, 22; ii, 
2820.59; iii, 2680.19, 28400.9, 19, 
2850.31 

Op. 22 (B-flat), i, 28on.2i; ii, 281n.11 
Op. 26 (A-flat), i (ex. 5.13), 67, 

2670.4; ii, 2660.19; iv (ex. 8.5), 101, 
106, 113-14, 266x1.16, 2730.86, 

27.30.6, 2840.24, 2850.43 
Op. 27/1 (E-flat), iii, 28100.3, 5 
Op. 27/2 (C-sharp minor), 

“Moonlight,” ii, 2830.21 
Op. 28 (D), “Pastoral,” ii, 2660.13, 
2680.19, 2690.35, 2810.25, 2820.31; 
iv, 2740.3 

Op. 31/1 (G), ii, 2810.30, 2820.34; iii, 
2850.49; iv, 2840.25 
Op. 31/2 (D Minor), i, 2700.15; ii, 217 
Op. 31/3 (Ei-flat), i (ex. 8.13), 113, 

123, 199, 203, 27500.15, 39, 
27711.12, 2800.13; ii (exs. 6.10, 8.18, 
9.8, 11.13), 81, 121, 123, 131, 
269-71, 2680.14, 2710.41, 

2 73 n. 73 » 2740.5 
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Beethoven, Ludwig van 
sonata, piano ( continued) 

Op. 49/1 (G Minor), i (ex. 9.3), 729, 
133, 2740.13; ii (ex. 6.5), 77, 79, 83, 
91, 26611.4, 26811.6 
Op. 49/2 (G), ii, 2670.9, 2840.15 
Op. 53 (C), “Waldstein,” i, 26x0.25, 
26400.24, 28, 2730.80, 2740.21, 
27811.15, 2790.21; ii, 2720.64, 
2810.4 

Op. 57 (F minor), “Appassionata,” ii, 
28211.61; iii (ex. 13.7), 207-5 
Op. 79 (G), i, 2670.13, 2800.29; ii, 
28111.27 

Op. 81a (E-flat), “Lebewohl,” i, 
28011.34; ii, 266n.i2 
Op. 90 (E Minor), ii, 2840.25 
Op. 106 (B-flat), “Hammerklavier,” 
i, 2650.52, 27onn.io, 13, 15, 
27100.42, 43, 2740.91, 2750.39, 

2780.30, 2800.13 
Op. 109 (E), ii, 2820.61 

Op. iii (C Minor), ii, 2670.5, 

2690.16 
sonata, violin 

Op. 12/1 (D), i, 2650.47; ii, 26711.7, 
2690.16; iii (exs. 5.3, 16.6), 61, 257, 

2670.10, 2840.25 

Op. 12/2 (A), ii (ex. 7.8), 95, 2670.5, 

26900.7, 11, 2811111.23, 2 7> 
28200.39, 4 1 

Op. 12/3 (E-flat), ii, 2670.5; iii, 
2850.46 

Op. 23 (A Minor), i, 2640.22, 

2780.10; iii, 235, 2670.17 
Op. 24 (F), “Spring,” i (ex. 10.2), 741, 
27900.21, 29; iii (ex. 15.2), 225, 
28311.23; iv, 28500.30, 41 
Op. 30/1 (A), ii, 2640.24; iii (ex. 7.2), 
#9, 97, 2690.11, 2700.17 top, 
28200.54, 60, 2850.31 
Op. 30/2 (C Minor), ii, 268n.2i, 
28200.34, 40 

Op. 47 (A minor), “Kreutzer,” i (ex. 
13.12), 207-8 , 2750.15, 27600.25, 

32 

Op. 96 (G), iii, 2700.19 top 
symphony 

No. 1, Op. 21 (C), i, 2640.28, 

27100.29, 42, 43, 2740.16, 2750.19, 

2760.31, 27700.18, 57, 2780.11, 

2790.27, 28000.9, 34 

No. 2, Op. 36 (D), i (ex. 9.11), 755, 
274n.11, 2760.23, 27700.17, 57; ii 
(ex. 5.2), 59, 2670.10; iv, 2750.38, 
28411.25 

No. 3, Op. 55 (E-flat), “Eroica,” i, 15, 

2630.31, 27100.34, 38, 2720.65, 
2730.85, 2750.39, 27900.32, 33, 


2800.13; ii (ex. 16.4), 254, 27911.35, 
28411.16 

No. 4, Op. 60 (B-flat), i (exs. 9.12, 
rt -4)> 05 , I<5 5, 27400.12, 19, 
2830.4; iv, 2840.22 
No. 5, Op. 67 (C Minor), i (ex. 3.2), 
37. 4°> 4 1 ’ 4 2 , 45> 2800.16; ii, 
2820.53; * v , 2 74 n -34 
No. 6, Op. 68 (F), “Pastoral,” v, 
2740.36, 2840.25, 2850.34 
No. 7, Op. 92 (A), i (exs. 6.9, 11.3), 
81-83, 163, 26711.9, 268n.6, 

2740.29, 27900.29, 33, 280011.7, 35; 
iii, 2830.16 

No. 8, Op. 93 (F), i, 2730.74; iii, 
2830.19; iv, 2840.25, 28500.28, 30 
No. 9, Op. 125 (D Minor), i, 2700.15, 
2780.6; ii, 2810.10 
trio, piano 

Op. 1/1 (E-flat), i, 27411.31; ii, 

2690.27, 284110.3, 16 
Op. 1/2 (G), ii (ex. 3.16), 47, 217, 
2640.20, 2650.33 
Op. 70/2 (E-flat), ii, 2820.53 
Op. 97 (B-flat), “Archduke,” iv, 

2850.42 

variations, piano 

Op- 35 (E-flat) (ex. 7.4), £9-91, 

26900.8, 11, 2820.54 
Op. 120(C), “Diabelli”, 2650.49, 
2700.1910/; 

WoO 78 (C), “God Save the King,” 
var. 5, 2690.14 

Haydn, Joseph 

Concertante, Hob. 1 :105 (B-flat), i, 
2750.17, 2760.32 

Concerto for Piano, Hob. XVlILn (D), 
i, 286110.11, 22, 28711.37 
Concerto for Trumpet, Hob. Vile: 1 
(E-flat), i (ex. 17.4), 249, 2720.57, 
2860.22 
quartet, string 

Op. 20/1 (F.-flat), ii, 2840.34 
Op. 33/1 (B Minor), i, 2780.40 
Op. 33/2 (E-flat), “The Joke,” iv, 
26800.23, 24 

Op. 33/3 (C), “The Bird,” i, 27511.15, 
2760.53; iii, 2670.9, 28111.16 
Op. 33/4 (B-flat), ii, 217 
Op. 33/5 (G), i, 27600.50, 53, 

2770.56; ii, 217 
Op. 33/6 (D), ii, 217 
Op. 42 (D Minor), i (ex. 3.14), 47, 
2640.19, 2750.37 

Op. 50/1 (B-flat), ii (ex. 3.17), 48; iii, 
28311.23; iv (ex. 9.7), 131, 133, 

2740.10, 27811.16 

Op. 50/2 (C), i, 26811.24, 27411.29; ii, 


217; iii, 266n.i2; iv, 2740.30, 
2800.14 

Op. 50/3 (E-flat), i, 2770.23, 
27800.32, 35; ii, 2690.27; iv, 
2800.30 

Op. 50/5 (F), i, 2740.6; iv, 2740.24 
Op. 50/6 (D), “The Frog,” iv, 2660.19 
Op. 54/1 (G), ii, 2710.46, 2770.22, 

2780.28, 2800.26; iii (exs. 4.10, 

15.8, 15.10), 55, 220, 225, 227; iv, 
28400.12, 14 

Op. 54/2 (C), ii, 2 8 in. 7 
Op. 54/3 (E), ii (ex. 14.7), 2 13-14; iv, 
2670.17 

Op. 55/2 (F minor), “The Razor,” iv, 
2650.55 

Op. 64/1 (C), i, 2770.23 
Op. 64/2 (B Minor), i (exs. 8.6, 8.15, 
11.18), 103, 107, 114, 119, 123, 1 75, 
2 7onn.i6, 1 gbottom, 2780.29 
Op. 64/3 (B-flat), i, 2800.16; ii (ex. 
14.6), 213 

Op. 64/4 (G), i (ex. 4.15), 57; ii (ex. 

5.4), 61, 220, 2670.10; iii, 2820.33 
Op. 64/5 (D), “The Lark,” ii, 2680.9, 
2690.35, 2820.34 
Op. 64/6 (E-flat), ii, 2820.35; iv, 
2850.28 

Op. 71/2 (D), iii, 2830.21 
Op. 74/1 (C), i (ex. 5.12), 65-67, 

2670.8, 2760.53 

Op. 74/2 (F), i, 2750.38; ii, 2670.4, 

2690.28, 2820.55 

Op. 74/3 (G minor), “The Rider,” i, 

2700.10, 28onn.i5, 30; ii, 2650.54, 

2810.30, 2820.34; iv (ex. 13.1), 199, 
2 700.1 jbottom 
Op. 76/1 (G), i, 2740.27 
Op. 76/2 (D Minor), “Fifths,” i, 
2780.42; ii, 2660.19, 2820.39 
Op. 76/3 (C), “Emperor” iv, 2670.28 
Op. 76/4 (B-flat), “Sunrise,” ii, 217 
Op. 76/6 (E-flat), i, 2680.5 
Op. 77/1 (G), i (ex. 5.16), 69, 2740.22 
Op. 77/2 (F), i, 26700.7, 20, 2710.41, 

27800.28, 31; iii, 2840.12 
sonata, piano (Hob. XVI) 

No. 21 (C), ii (exs. 9.2, 11.9), 1.2 7, 

05 , 167, 274n.11 

No. 22 (E), i, 28in.i2; iii (ex. 7.6), 91, 
26711.9, 2690.7, 2700.17 top 
No. 23 (F), ii, 2810.14; iii, 2700.9, 
2720.65, 2770.18 
No. 26 (A), i, 27100.20, 25, 39, 
2770.12 

No. 27 (G), ii (ex. 3.7), 59, 40, 41, 42, 
45, 220, 2830.13 
No. 30 (A), i, 2740.30, 28011.14 
No. 31 (E), ii (ex. 14.2), 2 11, 28m.6; 
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iii (ex. 7.1), 89,93, 26511.44, 

28211.54 

No. 32 (B Minor), i, 2770.18 
No. 33 (D), i, 2650.47; iii, z’jon.i'&top 
No. 34 (E Minor), i (ex. 13.3), 199, 
27511.37, 2770.56; ii, 28inn.7, 11; 
iii, 26911.16 

No. 35 (C), i (exs. 5.5, 8.7), 61, 103, 
in, 113, 119, 203, 2670.10, 2770.6 
No. 37 (D), i, 2660.4; ii, 28in.4 
No. 38 (E-flat), i, 2740.16, 28011.10 
No. 39 (G), i (ex. 16.2), 233; ii, 
28in.i6 

No. 40 (G), ii (ex. 6.2), 73-75, 77, 83, 
84, 2680.7, 2690.34 
No. 41 (B-flat), i (ex. 10.18), 157, 

196, 27500.3, 9, 27600.34, 36; ii 
(ex. 3.6), 39,42,45, 28m.17 
No. 43 (A-flat), i, 27600.40, 48, 53; 
iii, 2840.19 

No. 48 (C), i, 28411.17; ii, 266n.i6, 
2680.23 

No. 49 (E-flat), i (exs. 10.4, 10.12), 145, 
131,133,133, 2670.28, 2750.19, 

2770.19, 2780.31, 2790.29; ii, 
2690.40, 2820.35; iii (exs. 6.6,16.3), 
77, 83, 86, 89, 234, 2670.8, 268n.8 
No. 50 (C), i, 2760.50 
No. 51 (D), i, 2800.16 
No. 52 (E-flat), ii (ex. 14.5), 213, 

2I 4 

symphooy (Hob. I) 

No. 45 (F-sharp mioor), “Farewell,” i, 
2730.67 

No. 74 (E-flat), i, 2800.20; ii, 2690.27 
No. 76 (E-flat), iv, 26800.11, 22 
No. 81 (G), ii, 2820.58 
No. 83 (G mioor), “The Hen,” i 
(ex. 5.18), 69, 70, 75, 2800.17; 
2650.47, 2670.18 
No. 84 (E-flat), ii, 2690.36; iv, 

2690.12 

No. 85 (B-flat), “La reine,” i, 

27200.60, 66, 2780.25; iii, 2830.21 
No. 87 (A), iii (exs. 5.8, 15.9, 15.12), 
61-63, 2 23, 227-29, 2670.10 
No. 88 (G), iv, 28500.28, 43 
No. 89 (F), i, 2760.53; ii, 2820.33; iv, 
2840.8 

No. 90 (C), i (ex. 13.5), 199-201, 
2750.17, 2800.34; iv (ex, 9.13), 133, 
201, 2740.8, 27700.6, 12 
No. 91 (E-flat), ii, 2820.58 
No. 92 (G), “Oxford,” i (ex. 10.1), 

141; ii, 2680.5, 28inn.2o, 24 
No. 93 (D), i (ex. 13.8), 203, 209, 
2800.32; iv (ex. 5.14), 69, 2670.7, 
2680.9, 2740.34 
No. 94 (G), “The Surprise,” i, 


2 7S n - I S> 2 76n.5i; ii, 2820.57; iv, 
28500.26, 27 

No. 95 (C Minor), ii, 2820.57; iii (ex. 

5.6), 61, 220, 2670.10; iv, 2740.36 
No. 96 (D), “The Miracle,” ii, 
2810.24, 28211.35 

No. 97 (C), i (exs. 12.3, 12.9, 13.4), 
181, 183, 186, 199, 2800.34; ii, 
2820.56; iv, 2840.12 
No. 98 (B-flat), iii (exs. 15.3, 15.6), 
223, 225; iv, 2740.31 
No. 99 (E-flat), iii, 2840.30; iv (ex. 

6.it), 53, 83, 84, 2650.55, 268nn.7, 
25, 2690.34 

No. 100 (G), “Military,” i, 2770.23; ii, 

2810.20, 2820.31; iv (ex. 4.5), 31 
No. 101 (D), “The Clock,” i, 2800.25; 

ii, 268n.2i, 28in.2i, 28200.35, 37; 
iv (ex. 6.8), 79, 81, 2670.8, 2680.6, 
2690.34 

No. 102 (B-flat), i, 2770.59; ii (ex. 
10.17), I 55~5 7; 2720.66, 27600.35, 
40; iv, 2850.38 

No. 103 (E-flat), “Drumroll,” ii, 
26311.9; iv, 2850.46 
No. 104 (D), “London,” i (ex. 13.11), 
206-7, 2630.6, 2670.19; ii, 

2680.22, 2690.40, 28200.35, 39; iv 
(ex. 12.7), 183, 2750.17, 2780.18 
trio, piano (Hob. XV) 

No. 2 (F), i, 2650.55 
No. 7 (D), iii, 2840.16, 2850.31 
No. 8 (B-flat), ii, 2830.6 
No. 9 (A), i (ex. 14.3), 211 
No. 12 (E Minor), iii, 2650.49, 
2690.30, 2840.16 

No. 14 (A-flat), ii (exs. 7.3, 14.4), 89, 
213, 214, 2690.7, 28m.23 
No. 15 (G), ii, 2-jon.ijtop, 2820.33 
No. 16 (D), ii, 2810.5; iii, 235 
No. 18 (A), i, 2760.25; ii, 2810.25, 
2820.31; iii, 2820.43 
No. 21 (C), i, 2760.51; ii, 2810.26 
No. 22 (E-flat), i, 276110.31, 43 
No. 24 (D), i, 266nn.i3, 16; ii, 

2810.3 

No. 25 (G), i, 2670.4; ii, 28m.28; iii, 
2840.2 

No. 26 (F-sharp Minor), i, 2740.21 
No. 27 (C), i (ex. 3.12), 43, 45, 

2640.21, 2730.81; ii, 28inn.22, 24; 
iii (exs. 4.1, 12.8), 49, 183, 186, 
2660.14, 2750.19, 2800.29 

No. 28 (E), i, 2770.59; ii, 2740.17; iii, 
266n.i8 

No. 29 (E-flat), i, 2810.17; ii, 2810.3; 

iii, 27200.57, 61 

No. 30 (E-flat), i (exs. 9.4, 11.7), 129, 
137, 163, 173, 2800.13; ii, 217, 


2680.19, 2810.7, 2820.49; iii (ex. 

4•?)> JT 53 

No. 31 (E-flat Minor), i, 2690.40 
Variations for Piano, Hob. XVIL6 
(F Minor), 2660.18 

Mozart, Wolfgang Amadeus 
Concerto for Clarinet, K. 622 (A), i, 
28700.37, 49 

Concerto for Violin, K. 219 (A), i (exs. 
8.8, 8.10, 8.17, n.11), 106, 107, 

117, 121, 123, 167, 247, 277n.11 
concerto, horn 
K. 4127386b (D), i, 286n.11, 

28700.47, 49 

K. 417 (E-flat), i, 28700.42, 49 
K. 447 (E-flat), i, 2860.11 
K. 495 (E-flat), i, 286n.11 
concerto, piano 

K. 271 (E-flat), i, 286nn.6, 14, 

2 8711.45 

K. 413/3873 (F), i, 286nn.9, 14, 17, 

20, 29, 2870.40; ii, 2640.28 
K. 415/3876 (C), i, 2660.3, 286nn.i8, 
19, 2870.40 

K. 449 (E-flat), i, 286nn.io, 26 
K. 450 (B-flat), i, 2670.26, 2860.14, 
28700.44, 48 

K. 451 (D), i, 2660.3, 286110.22, 

2 5 

K - 453 (G), i, 2670.26, 2770.56, 
286nn.i6, 22, 26, 29, 2870.38 
K. 456 (B-flat), i, 2660.3, 2720.65, 
2861m.22, 29; ii, 2660.4, 2670.4 
K. 459 (F)> i (ex. 4.4), 49-31, 33, 
286n.22, 2870.45; ii (ex. 4.11), 
33-37, 2680.13, 2730.67; iii, 
2710.34, 27311.79 

K. 466 (D Minor), i (ex. 17.2), 243, 
26711.26, 28600.9, 19, 25, 28700.33, 
41; ii, 2660.11; iii, 266n.i8, 

2720.66, 2780.17 
K. 467 (C), i, 2710.38, 2770.20, 
2860.29, 2870.35; iii, 2680.23 
K. 482 (E-flat), i (exs. 17.1, 17.3, 17-5, 
17-6), 243, 247-48, 230, 231, 
286nn.i8, 20, 24, 28700.38, 43, 46 
K. 488 (A), i (ex. 5.11), 63, 2670.7, 
2750.12, 2760.40, 286nn.i2, 25 
K. 491 (C Minor), i (ex. 10.10), 147, 

2 75 n -i9> 2 76n-45» 2 79 n -34> 

2861m.8, 19, 23, 2870.41 
K. 503 (C), i, 2670.26, 2720.64, 
2760.32, 286nn.io, 17, 19, 2870.43; 
ii, 28111.14 

K. 537 (D), “Coronation,” i, 2860.16, 
2870.33; iii, 2740.27 
K. 595 (B-flat), i, 2860.26, 28700.34, 
37 



296 INDEX OF CLASSICAL COMPOSITIONS 


Mozart, Wolfgang Amadeus 

concerto, piano ( continued ) 

Eine kleine Nachtmusik, K. 525, ii (exs. 
1.3, 6.3), 12, 75-77, 83-84, 83-86, 
91, 284n.11; iii, 283nn.20, 23; iv, 
278036 
overture 

Don Giovanni, K. 527, 27on.i2, 
280034 

The Marriage of Figaro, K. 492, 
2820.43 
quartet, piano 

K. 478 (G Minor), i, 26311.26, 

276n.25, 277056 

K. 493 (E-flat), iii, 2850034, 36, 39 
quartet, string 

K. 387 (G), i (ex. 10.5), 143-471 
ii, 217; iv, 274n.28, 278032, 
27901.28, 29 

K. 421/417b (D Minor), i, 27405, 
280030; ii (ex. 6.1), 75, 79, 84, 86, 
269034, 281023; * v ( ex - 7-5), 91, 
26705, 26907, 282054 

K. 42 8/421b (E-flat), i, 274016; ii, 
274017; iv (ex. 6.7), 79, 84, 26701.7, 
9, 268010, 282043, 283010 

K. 458 (B-flat), “Hunt,” iii, 217 

K. 464 (A), i, 26711.26-, ii (exs. 3.15, 
15.5), 47, 220, 223-23, 264020, 
266020; iii, 282061, 283023; iv, 
2740.32 

K, 465 (C), “Dissonance,” i (ex. 3.8), 
59, 41, 2760.43, 278010; ii, 217; iv, 
267021 

K. 499 (D), ii, 26707, 284031 

K. 575 (D), i, 270012, 280010; ii, 

217; iv, 272057, 278nn.11, 15, 
280012, 285045 

K. 589 (B-flat), i, 276048; ii, 217; iii, 
26709 

K. 590 (F), ii, 2640.24 
Quintet for Clarinet and Strings, K. 581 
(A), i (ex. 8.11), 109, 117, 119, 121, 
123, 273088, 27706; ii, 217; iv, 
268021, 282059 

Quintet for Horn, K. 407/386c (E-flat), 
i, 2650.44; ii, 26707; iii, 28421.19 
Quintet for Piano and Winds, K. 452 
(E~flat), i, 280035; 276038; iii, 

285049 
quintet, string 

K. 515 (C), i, 272064, 280026; iii, 
217; iv, 285039 

K. 516 (G Minor), i (ex. 12.1), 171, 
i 8 i\ iii, 217; iv, 285033 

K. 614 (E-flat), i (ex. 10.6), 147, 133, 
275n.ro, 27601.34, 36, 278n.ro; ii, 
268019 


rondo, piano 

K. 485 (D), 259n.11 
K. 494 (F), 241, 285048 
K. 511 (A Minor), 269027 
serenade 

K. 2 5o/248b (D), “Haffner,” ii, 
28tn.11; iv, 285048 
K. 320 (D), “Posthorn,” iv, 284023 
K. 388/3843 (C Minor), i, 280026; ii, 
28m.11 

Sinfonia Concertante for Violin and 
Viola, K. 36 4 / 3 2od (E-flat), i, 
286029, 2870034, 42 
sonata, piano 

K. 279/i89d (C), ii, 2800.25; ’’i (ex. 

4.13), 57, 266018 
K. 280/1896 (F), ii, 281014 
K. 28i/i89f (B-flat), i (ex. 4.2), 49; ii, 
28m.14; iii, 2850.48 
K, 282/t89g (E-flat), i, 278036 
K. 283/i89h (G), i (exs. 3.3, 11.2), 3 7, 
19,47-48, 163, 171, 276038, 
2800.9; ii, 26607 
K. 284/205!) (D), i, 280020; iii, 
268022, 26900.14, 37, 282056 
K. 309/284b (C), ii, 28103; iii, 
2640.22, 2850034, 40 
K. 310/3006 (A Minor), i (exs. 10.3, 

10.14) , I 4 2 -> J 44> r 5'J> 26511.52, 
27611034, 35; ii, 276038; iii (ex. 

4.14) , 57, 27311.67, 278027 

K. 311/2840 (D), i, 278035; ii (ex. 
4.3), 49, 31, 217; iii (ex. 3.1:1), 42, 
45, 28511036, 49 

K. 33o/30oh (C), i (ex. 3.5), 39, 40, 
42, 45, 265044; ii (ex. 5.1), 39, 
267n.ro, 27on.i7top, 282031 
K. 331/3001 (A), i (ex. 4.6), 91, 53, 65, 
2640.16; iii (exs. 15.4, 15.7), 223, 
223, 26711.4 

K. 332/300k (F), i (ex. 9.6), 131, 
26711.21, 27311.80, 27411.25, 
2760040, 46, 27711.97, 280016; ii 
(ex. 3.1), 33, 37, 39, 40, 41, 45, 217; 
iii, 272x1.66, 2760.44, 27808, 
27911.28 

K. 333/315C (B-flat), i (exs. 10.13, 
10.16, 10.19), 1 55-> l 59> 

26311.32, 267019, 276035; ii, 
265047, 276031; iii (ex. 16.8), 239, 
270014, 27100.23, 47, 27702a, 
28511.49 

K. 457 (C Minor), i (exs. 9.14, 11.6), 
139, 163, 169, 171, 201, 272x1.60, 
274022, 275nri.iz, 37, 27611024, 
28, 31, 46; ii, 28403, 285035; iii, 
272056, 28500.40, 45 
K. 533 (F), iii, 241, 266016 


K. 545 (C), i (exs. 8.3, 11.10), 99, 100, 
109, 119, 167, 233, 277016, 
278038; ii, 281020, 28201.31, 38; 
iii (ex. 16.1), 233, 284015 
K. 570 (B-flat), i, 27601.30, 43; ii, 
269012, 284n.11; iii, 278015 
K. 576 (D), i (exs. 4.9, 8.1, 11.12), 33, 
99, ioo-ioi, 109, iii, 169, 
264026; ii, 281026; iii, (ex. 8.16), 
117, i7ox\.v)bottom, 280012, 
284024 
sonata, violin 

K. 302 /293b (E-flat), i, 280020 
K. 303/293C (C), i, 282043; ii. 
28001.15, 31 

K. 304/300C (E Minor), i, 271039, 
277x1.7, 278016 
K. 306/300I (D), i, 278035; iii, 
282043 

K. 376/374d (F), ii, 217 
K. 377/374e(F), i, 275021, 

276032 

K. 378/3i7d (B-flat), ii, 217, 

282049 

K. 379/373 a (G). i. 28103; ii, 

27406 

K. 38o/374f (E-flat), iii, 2840.11 
K. 402/3856 (A), i (ex. 3.10), 41-42, 
2640013, 19, 28103 
K. 403/385C (C), i (exs. 9.1, 11.5), 

127, 129, 133, 163,171, 28009; ii. 
265047, 266017, 28103 
K. 454 (B-flat), i (exs. 13.9, 13.10), 

203, 206, 209, 26311.6, 26708, 
271041, 27808, 280015; ii, 
267014; iii, 28501.33, 47 
K. 481 (E-flat), i, 267022, 271043; ii, 
28404; iii, 282059 
K. 526 (A), ii, 272064, 274024; iii, 
266x1.7, 2850026, 36 
K. 547 (F), i, 28403; ii, 272060 
symphony 

No. 31, K. 297/3008 (D), iii, 

274033 

No. 35, K. 385 (D), “Haffner,” i, 
275039; ii, 280013, 28inn. 14, 

16; iii, 267x1.3, 283020; iv, 

285029 

No. 36, K. 425 (C), “Linz,” i (exs. 

10.7, 12.2), 117, 147, 151, i53-5h 
171, 181, 187, 203, 267x1.24, 
276x1.94, 280029; iii, 284028 
No. 38, K. 504 (D), “Prague,” i (ex. 
13.2), 199 

No. 39, K. 543 (E-flat), i, 28011.34; ii 
(exs. 8.14, 8.19, 12.5, 12.10), 114, 
123, 133, 181-83, 1 9 I > 216, 217, 
27001 gbottom, 271039, 272064, 
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27311.77, 27811.18; iv, 2761111.29, 

3° 

No. 40, K. 550 (G Minor), i, 119, 
274n.2i; ii, 28in.i4; iii (ex. 3.9), 
40, 41, 42, 47, 220, 2 21, 264n.i8 
No. 41, K. 551 (C), “Jupiter,” ii, 
278n.25, 2790.28; iii, 26411.14, 
267^26 


trio, piano 

K. 442 (D Minor), i, 27411.36; ii, 
2840.22, 285nn.36, 47; iii (9.15), 
147, 27411.11, 28cm.13 
K. 496 (G), iii, 2820.55 
K. 502 (B-flat), i, 2670.14, 276101.27, 

38; ii, 2670.4; iii (exs. 9.10, 16.7), 144, 
24S, 27zpm.ro, 19, 28411.24, 2850.47 


K. 542 (E), ii, 2840.5; iii, 26711.17, 
2850.36 

K. 548 (C), iii, 28500.26, 40 
K. 564 (G), ii, 2700.17 top-, iii, 28291.20 
Trio for Piano, Clarinet, and Viola, K. 
498 (E-flat), i (exs. 5.17, n.r6), 70, 
175, 274nn.26, 33, 2770.19; iii, 

2 35 
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abandoned cadence, 106-7, 157, 183, 
191, 223, 2650.39, 28411.25 
aesthetic effect of, 109 
origin of term, 2710.33 
abandoned cadential progression, 65, 
107, 157, 175, 191, 223, 2840.25 
A-B-A'. See small ternary 
abridged refrain, 233, 235, 237, 239 
accompaniment, 103, 161 
accompanimental overlap, 121 
adjustment, tonal, 89, 163, 167, 169, 

186, 187, 214 

in A' section, 13, 71, 83, 84 
aesthetic effect 

antecedent-consequent repetition, 49 
of basic idea, repeated, 49 
of cadential extension, 107 
of contrasting unit, 2840.29 
of core, 142 

of “one more time” technique, 106 
of pre-core, 147 
sentence vs. period, 59 
symmetry vs. asymmetry, 55—57 
of trio, 229 

after-the-end, 15, 179-81 (see also post- 
cadential function) 

Agawu, V Kofi, 259ml. 1, 6, 2710.45 
Alberti bass, 125, 155 
Aldwell, Edward, 2620.22 
alternating variations, 217 
alternative main theme, 245, 247, 249 
alternative), 219 

antecedent + cadential, 61, 91, 95 ; 
2670.23 

antecedent + continuation, 59-61, 67, 
223, 2690.9 

antecedent-consequent functionality, 

49. 2 33 

and reinterpreted half cadence, 57 
via repeated cadential phrase, 101, 117 
and reversed period, 129 
in second part, small binary, 
z'jon.i^top 

antecedent function, 12, 49 


antecedent phrase, 49-53, 55, 57, 125 
vs. compound basic idea, 61 
irregular closure of, 57—58 
as main theme, 3 5 
with perfect authentic cadence, 57 
sentential, 51, 61, 65 
A section, minuet, 220-25, 28 ?nn.i2, 13 
A section, small ternary, 13, 73—75 
vs. A section, minuet, 220 
with half cadence, 26811.5 
modulating, 26811.7 
modulating vs. nonmodulating, 

26811.4 

multiple themes in, 84 
nonmodulating, 79 
A.' section, minuet, 227 
A' section, small ternary, 13, 14, 15, 
81-84, 216 

asymmetrical grouping structure, 99, 
2660.10 
in B section, 73- 

in eight-measure theme, 73, 199 
in period, 55 
in subordinate theme, 20 
vs. symmetrical, 5, 91 
and tight-knit/loose continuum, 85 
authentic cadence. See early authentic 
cadence; imperfect authentic 
cadence; perfect authentic cadence 
authentic cadential progression, 27- 29 

Bach, Johann Sebastian: Prelude (C), 
Well-Tempered Clavier, bk. 1, 

262n.11 

baroque 

binary dance form, 75, 173 
concerto, 243, 248 
practice, 97, 174, 196, 209, 219, 
280011.7, 33 
style, 3 

Bartha, Denes, 26311.1, 267ml 
basic idea, 40, 67, 79, 81, 213 
additional repetition of, 99 
boundaries of, 37 


vs. cadence, 45 

cadence-like, 73 

vs. cadential idea, 43 

as characteristic, 2790.25 

vs. contrasting idea, 49, 79, 268n.i2 

in hybrids, stated once, 63, 69 

motives of, anticipated, 79, 233, 237 

vs. new idea, B section, 75 

origin of term, 26411.11 

in period, 12, 49, 53 

as repeated one-measure idea, 37, 51, 

6i 

same, for period and sentence, 83 
in sentence, 9, 37 
sequential restatement, 53 
size of, 2640.12 
Beethoven, Ludwig van 
coda, dynamic curve of, 187 
contrasting- middle, ends with tonic, 
2680.15 

false recapitulation, 28511.31 
formal circularity, 2790.25 
mediant relations, 270ml 
modulating subordinate theme, 119 
sonata, starting with pre-dominant, 
113 

subdominant in cadence, 2620.15 
subordinate-theme complex, in sub- 
dominant, 239 
terminal development, 187 
tonal spectrum, expanded, 141 
before-the-beginning, 15, 147, 203 (see 
also slow introduction; thematic 
introduction) 

Berry, Wallace 

coda vs. final rondo refrain, 2850.44 
coda, as terminal development, 
2 79 n -3° 

concerto, 285ml 
development section, 2750.4 
double period, 2670.15 
elision, 2660.9 
false recapitulation, 277n_58 
large ternary, 28m. 18 
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motive, 26311.10 
progressive dynamic, 15 
recessive dynamic, 26inn.2o, 22 
reversed recapitulation, 278^34 
small ternary, 267m 1 
sonata without development, 282n.42 
bifocal close, 274n.i4, 277n.11 (see also 
nonmodulating transition) 
binary form. See rounded binary; small 
binary 

binary minuet form, 229 
binary vs. ternary, 71-72, 195 
Bonds, Mark Evan, 26onn.i, 16, 
2 77 M 8 

Brahms, Johannes, 37 
bravura theme, 247-48 
brilliant style, 125, 135, 167 
Bruckner, Anton, 26in.3 
B section, minuet, 225 
B section, small ternary, 13, 14, 75-81 
absence of, in small binary, 91-93 
analogous to development, 84 
vs. B section, minuet, 225 
vs. development, 139 
eliminated, in interior theme, 213 
ending with tonic, 268m 15 
vs. retransition, 213 
in second part, small binary, 89-91 

cadence, 43-45 (see also cadential 
function) 

vs. codetta, 16, 107, 264^14, 273^83 
misconceptions of, 42 
and tight-knit/loose continuum, 84 
cadence phrase, 16, 273^85 
cadence theme, 20, 273^85 
cadential arrival, 43, 101, 123 
cadential closure, 51 

lack of, 75, 79-81, 237, 239, 249 
cadential function, 20, 43, 113, 140 
(see also antecedent + cadential; 
continuation=>cadential) 
beginning with, 113, 199, 223, 229 
vs. cadential arrival, 260m 7 
vs. closing section, 221 
in continuation phrase, 42 -45 
vs. con tin ua ti on=>cadenti a 1, 61 
as entire main theme, 113 
as entire second part, small binary, 93 
as entire subordinate theme, in, 113 
expanded, 20, 47, 109-n, 123, 245, 
247 

expanded, in consequent, 53, 65, 67 
expanded, in recapitulated subordi¬ 
nate theme, 167, 169 
extended, 20, 101-9, 107, 123 
after internal half cadence, 115, 203 
loose, in subordinate theme, 101-n 


onset of, 45 

vs. postcadential, 16, 26511.42, 

273ml.83, 85 

in second part, small binary, 89-91 
in sentence, n, 40-41 
cadential idea 
vs. basic idea, 43 
beginning with, 2640.14 
as conventional, 11 
derived from basic idea, 45 
like contrasting idea, 53 
as melodic formula, 11 
melodic-motivic content of, 45 
cadential phrase, 47 (see also cadential 
function) 

cadential progression, 24, 27-29, 43, 

49 (see also abandoned cadential 
progression; expanded cadential 
progression) 

absence of pre-dominant in, 63 
beginning continuation, 45 
in consequent, 53, 65, 67 
deceptive, 27, 29, 31, 101 
incomplete, 27, 191 
onset of, 45, 53, 65, 67 
cadential six-four, 27, 2620.17 
cadential strength (weight), 53-55, 84, 
223, 2660.5 

cadenza, 241, 243, 251, 2860.5, 2870.51 
Cavett-Dunsby, Esther, 27711.3, 27811.8, 
2790.24, 2820.51 
characteristic material, 11, 37 
Churgin, Bathia, 2721111.49, 66, 
2 73 nn - 7 °, 8 3 

circularity, formal, 186, 218, 251 
classical style, 3, in, 119-21, 173, 243, 
2 59 n -7 

cadence in, 42, 43 

dramatizing subordinate key, 97, 107 
formal circularity, 123, 186 
climax, 57, 83, 187 

in concerto, 248, 250, 251 
in subordinate theme, 19, 123, 211 
closing down, 37, 43, 57, 191 
closing ritornello, 243, 250-51 
closing section (see also codetta; false 
closing section) 
altered, in recapitulation, 171 
in A section, minuet, 221 
in A section, small ternary, 73-75, 
268m14 

in A' section, minuet, 227 

in A' section, small ternary, 81, 83, 

84 

based on cadential idea, 221 
vs. cadential, 221 
in closing ritornello, 251 
in coda, 186 


dynamic curve of, 187 
eliminated, in recapitulation, 171 
extended, in recapitulation, 171 
in five-part rondo, 235 
in main theme, 16, 129, 197 
as postcadential, 16 
replaced by retransition, 273n.86 
in subordinate theme, 99, 122 
in subordinate-key ritornello, 249 
vs. subordinate-key ritornello, 248 
sustains dynamic, 123 
in theme and variations, 217-18 
closing theme, 20, 122, 273n.83 
closure. See cadence; cadential closure; 

cadential function; melodic closure 
coda, 179, 216, 227, 235-37, 239, 251 
vs. closing ritornello, 251 
compensatory functions in, 227-29 
vs. final rondo refrain, 239, 2850.44 
new material in, 2780.6 
repeated with development and reca¬ 
pitulation, 2780.8 
replaced by closing section, 171 
and reversed recapitulation, 174 
in theme and variations, 217-18 
coda theme, 179, 181, 183-86, 2780.5 
codetta, 16 (see also closing section) 
in antecedent, 57 

vs. cadence, 16, 107, 2640.14, 273^83 
vs. coda, 179 
in main theme, 129, 131 
in subordinate theme, 20, 122 
compensation, 41, 113, 121, 186, 

268m r 3 

compensatory functions, 179, 186-91, 
227-29 

compound basic idea, 61, 65, 119, 153, 
2670.25 

compound basic idea + consequent, 
61-63, 67, 77, 84, 268n.6 
compound basic idea + continuation, 61, 
65, 203, 221, 268n.8 
compound period. See period, sixteen- 
measure 

compound sentence. See sentence, 
sixteen-measure 
compound themes, 59, 63-70 
compression 

of A' section, 14, 83-84 
in B section, 75 
in compound theme, 65 
of continuation, 48, 69, 117, 121 
via fusion, 165 
in period, 57 
in slow movement, 209 
concerto form, 243, 273n.86, 286nn.4, 5 
and cadential expansion, 167 
climax in, 123 
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concerto form ( continued ) 
and expanded dominant, 109 
subordinate theme in, 97 
concluding function {see also cadential 
function) 

beginning with, in, 181 
in core, 144-45 
lack of, 135, 145, 153, 201-3 
in subordinate theme, 97 
consequent, 12,49, 53“55> m. I2 5> 
28in.22 {seealso compound basic 
idea + consequent) 
beginning with, 223 
vs. continuation, 83, 84 
with continuational expression, 63 
failed, 89 

in second part, small binary, 91 
continuation=>cadential 
in A' section, minuet, 227 
in B section, 77, 91 
in B section, minuet, 225 
vs. cadential, 61 
in coda theme, 183 
in compound basic idea + continua ¬ 
tion, 61 

in consequent, sixteen-measure 
period, 65-67 
in main dteine, 203 
in opening ritornello, 245 
in sentence, 45-47 
in sentence, sixteen-measure, 70 
in slow introduction, 206 
in subordinate theme, 101, 2710.35 
continuation function, 10-11, 40-42, 
45, 61, 69, 119, 26in.32 {see also 
compound basic idea + continua¬ 
tion) 

after abandoned cadence, 107 
beginning with, 111-13, 121, 199, 223 
compressed, 48, 69, 117, 121 
vs. consequent, 83, 84 
and contrasting idea, 51 
in core, 144 

embracing two phrases, 101 
as entire second part, small binary, 93 
extended, 20, 47, 83, 100, 183, 247 
after internal half cadence, 115, 121 
loose, in subordinate theme, 99-101 
in model of core, 147 
origin of term, 264x1.29 
in second part, small binary, 89 
after standing on the dominant, 113 
at start of coda, 181 

continuation phrase, to, 40-48, 77, 81, 
100 

contrasting idea, 12, 53, 83 
vs. basic idea, 49, 79, 268n.i2 
continuational characteristics in, 12, 51 


creating cadence, 45 
nature of, 49-50 

supported by cadential progression, 
53, 266n.i4 

contrasting middle, minuet. See B sec¬ 
tion, minuet 

contrasting middle, small ternary. See B 
section, small ternary 
contrasting period, 26511.1 
conventional form, 85 
conventional material, 11, 37, 43 
core, 141, 142 --47 {see also pseudo-core) 
in B section, minuet, 225 
in couplet, 2840.16 
emotional quality of, 142, 225 
vs. interior theme, 213 
preceded by presentation, 155 
resembles transition, 2750.20 
in retransition, sonata-rondo, 238 
core substitute, 155-57, 237, 28411.16 
couplet, 231-33, 234-35. 2 37-39. 
28511.26 

double-region, 237, 238-39, 241, 
28511.35 

Czerny, Carl, 27011.4 


da capo, 220, 229 

Dahlhaus, Carl, 4, 2590.1, 263011.1, 9 
deceptive cadence, 43, 57, 84, 167, 186, 
209, 213, 225 
aesthetic effect of, 107 
in A' section, minuet, 227, 229, 
2830.25 

vs. evaded cadence, 106, 227, 26211.20, 
27100.27, 28 

in subordinate theme, 101, 114, 181 
substituting for imperfect authentic 
cadence, 27111.25 

deceptive cadential progression, 27, 29, 
31, 101 

deceptive resolution, 23 
developing variation, 4 
development, melodic-motivic, 2640.29, 
2750.2 

development key, 140-41, 157, 196, 225 
development-like organization, 234 
development section, 139-41 
as expository, 2790.32 
influence on recapitulation, 161, 163, 
165, 169, 171-73 
loose organization of, 21 
models organization of exposition, 

157, 196 

reduced, in slow-movement sonata, 

211 

referenced, in coda, 187 
resembles contrasting middle, 211 
in rondo, 234, 237-38 


in slow movement, 139 
as standing on the dominant, 2810.15 
starting in home key, 2760.35 
without core, 155-57 
deviations, 40, 47, 55-57, 173-75 
diminished seventh, 27, 91, 93, 119 
dissolved consequent, 2740.20 
dominant {see also penultimate 
dominant) 

in abandoned cadence, 107 
by analogy, 31 
beginning pre-core, 147 
in cadenza, 251 
confirmed, in B section, 79 
embellished, 27 
ending slow movement, 209 
expanded, 109, 248 
further prolongation, in small binary, 
9i 

in half-cadential progression, 29 
as harmonic function, 23 
loosening presentation, 20, 99 
“stuck on”, 209, 213, 229 
substituted by V/VI, 141 
in diematic introduction, 119 
ultimate, 29, 45, 53, 117, 133 
dominant arrival, 79-81, 121, 133, 135, 
144, 183, 26m.18 {see also prema¬ 
ture dominant arrival) 
vs. half cadence, 75, 77, 79, 133 
dominant prolongation 

beginning subordinate theme, 19, 20, 
99. 1 15 

and development section, 139 
in second part, small binary, 91 
and standing on the dominant, 13, 75, 

77 

supporting B section, 79, 85, 89 
and thematic introduction, 119 
and tight knit vs. loose, 85 
vs. tonic prolongation, 133 
dominant version, 10, 39, 53, 61, 93, 153 
{see also response) 
double exposition, 243, 245, 249 
double period, 67, 2670.15 
double-region couplet, 237, 238-39, 
241, 2850.35 
double return, 174 
durational proportions, 5 
dynamic curve, 5, 123, 125, 187 
dynamics (intensity), 15, 49, 161, 248 
marking new beginning, 103, 119 

early authentic cadence, 221, 223, 229 

elided cadence. See elision 

elision 

vs. accompanimental overlap, 121 
A and B sections, 75, 137, 213 
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antecedent and consequent, 51-53 
A' section and retransition, 213 
cadence and codetta, 199 
half cadence and standing on the 
dominant, 131, 137 
with imperfect authentic cadence, 101 
lack of, 51, 75, 137 
main theme and transition, 125, 129, 
201 

parts one and two, small binary, 207 
in period, 101 

presentation and continuation, 99 
slow introduction and main theme, 
207 

solo recapitulation and closing 
ritornello, 250 

in subordinate-theme group, 121 
terminology, problem of, 266n.g 
end. See cadential function; concluding 
function 

end vs. after-the-end, 179-81 
end vs. stop, 51 

evaded cadence, 84, 125, 147, 207, 221, 
239, 245 (sec also “one more time” 
technique) 

aesthetic effect of, 107 
as cadential variant, 265n,39 
vs. deceptive cadence, 227, 2620.20, 
27inn.27, 28 

in main theme, 109, 2790.38 
performance of, 27in.31 
with root-position tonic, 106 
seldom used, 109, 125 
in subordinate theme, 19-20, ioi~6, 
107, 113, 123, 201, 2780.13 
exact repetition, 11, 39 
expanded cadential progression, 61, 

67, 77 > 79 . 8 4 . XI 3 > i8 3 > 22 5 > 

247 (see also cadential function; 
continuation=>cadential) 
beginning a theme, 113, 223 
as climax, subordinate theme area, 

123 

harmonic content of, 109 
initial tonic, embellished, 93 
in subordinate theme, 19, 109 
supporting entire sentence, m 
variation to, 119 
expansion 

of A' section, minuet, 227 
of A' section, small ternary, 84, 216 
in B section, 75 
of basic idea, 40 

of cadential, 20, 47, 109-11, 123, 245, 
247 

in compound theme, 65 
in consequent, 55, 111 
of continuation, 26in.32 


of dominant, 109, 248 
vs. extension, 20, 55 
of initial tonic, 111 
of period, 111 
of pre-dominant, 109, 165 
of presentation, 40 
rare, in closing section, 122 
exposition 

cadential goals in, 196-97 
closing section omitted in, 122 
five-part rondo, 233 
main-theme/transition fusion in, 
277^16 

monothematic, 169, 211, 249 
not repeated, 216, 235 
vs. opening ritornello, 244 
sonata, 17-21 

sonata without development, 216 
sonata-rondo, 113-14, 235, 237 
“three-part”, 2800.27 
exposition, minuet. See A section, 
minuet 

exposition, small ternary. See A section, 
small ternary 
extension 

of antecedent, 55 
of A' section, 216 
of basic idea, 81 
of cadential, 20, 101-9, 123 
of closing section, in recapitulation, 
171 

in compound theme, 65 
of consequent, 28m.22 
of continuation, 20, 47, 83, 100, 183, 
247 

by delaying fragmentation, 100 
vs. expansion, 20, 55 
vs. interpolation, 55 
in model, 113 
of presentation, 47, 99 
of refrain, 234 

theme and variations, 217-18 
in transition, 19 

failed consequent, 89 
false closing section, 129, 137, 157, 199 
in subordinate theme, 123, 175, 183 
false recapitulation, 159, 225, 238, 
2770.58 

fanfare, 199, 205, 206 
fantasia, 155 

Fillion, Michelle, 263ml, 28on.27 
final tonic, 27, 106 
first key area. See main theme 
first part. See small binary 
first-time hearing, 216, 233-34, 2 37> 
2820.47 (see also retrospective 
reinterpretation) 


Fischer, Wilhelm, 2 63ml. 1, 3 
five-part rondo, 231-35 
“flat” tonal regions, 163, 165 
formal function 

changed, in A' section, 83 
and formal context, in 
general notions of, 9 
and grouping structure, 4 
and melodic-motivic content, 4, 
2720.59, 2770.4 
vs. motive, 259n.11 
Ratz’s Urform of, 3 
and rondo terminology, 231 
Fortspinnungstypus, 263nn.i, 3 
fragmentation, 41, 51, 81, 144 
2:1 ratio, 69 
absence of, 41, 47, 100 
of basic idea, 37 
brings new model, 144, 147 
in closing section, 16, 75, 122 
as criterion of continuation, 10 
delayed, 100 

and harmonic acceleration, 11 
and higher-level rhythm, 41 
lack of, in continuation, 59 
and liquidation, 11 
in model of core, 147 
origin of term, 265n.3i 
in standing on the dominant, 75 
and thematic continuation, 129 
fragmented units, 41 
fragments, 41 

frame, textural, 243, 244, 250 
framing functions, 15-16, 97 
functional efficiency, 85 
functional theory (Funktionstheorie), 23 
fusion 

continuation and cadential, 4, 11, 20, 

45 . 99 

main theme and transition, 165-67, 

211, 249, 2 8 in. 14 
transition and subordinate theme, 

197, 201, 203, 209-11, 221, 223, 
227, 233, 235, 283n.27 

galant cadence, 47 

Gjerdingen, Robert O., 25911.1, 26411.20 
Goetschius, Percy, 281ml. 18, 19 
Green, Douglass M. 
cadential weight, 266m 5 
coda vs. codetta, 2780.3 
coda vs. final rondo refrain, 2850.44 
coda, as terminal development, 
2790.30 

concerto, 285ml, 286n.2 
continuous vs. sectional forms, 26811.4 
double period, 2670.15 
elision, 266n.p 
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Green, Douglass M. (continued) 
false recapitulation, 2770.58 
large ternary, 28 m. 18 
reversed recapitulation, 27811.34 
small ternary, 267ml 
sonata without development, 2820.42 
“variation rondo”, 284n.ro 
grouping structure, 4, 9, 35, 37, 85, 129, 
2640.15 

Grundgestalt, 4, 264n.11 

Haimo, Ethan, 259ml, 277ml.21, 23 
half cadence, 11, 43, 51, 75, 79, 133, 

144, 183 (see also internal half 
cadence; reinterpreted half cadence) 
vs. dominant arrival, 75, 77, 79, 133 
ending first part, small binary, 87, 89 
ending large antecedent, 65 
ending main theme, 197 
vs. perfect authentic cadence, 187 
half-cadential progression, 27, 29 
harmonic acceleration, 10, 41-42, 51, 
63,65 

absence of, 42 
difficulty determining, 12 
vs. fragmentation, n, 59, 100 
harmonic functions, 23-24 
harmonic-melodic closure, 53-55 
harmonic progressions, 4, 17, 24-31 
harmonic rhythm, 41, 262m 10 (see also 
harmonic acceleration) 
harmony vs. melody, 203 
Haydn, Joseph 

A section, ending with half cadence, 
268n.5 

contrasting melodies, absence of, 97 
couplet, as interior theme, 28411.6 
development without core, 155 
development, expositional material in, 
* 39 - 157 . 2 9 6 

development, models exposition, 
27611.53 

development, reduced in slow- 
movement sonata, 209 
double variations, 217 
interior theme, in rondo, 233 
large ternary, use of, 211 
monothematic exposition, 135, 169, 
211, 249 

pre-core/core technique, 141 
slow movements, ending with 
dominant, 209 
sonata-rondo, 235, 2840.21 
subordinate theme, altered in recapit¬ 
ulation, 167 
home key, 13, 140, 231 

confirmation of, 97-99, 163, 167, 

196 


vs. subordinate key, 125, 195, 227, 

233, 244 

Hopkins, Robert G., 27900.24, 31 
hybrid themes, 59-63 

antecedent + cadential, 61, 91, 93, 
26711.23 

antecedent + continuation, 59-61, 67, 
223, 269 

and cadence types, 89 
compound basic idea + consequent, 
61-63, by, 77, 84, 26811.6 
compound basic idea + continuation, 
61, 65, 203, 22i, 268n.8 
as compound theme, 26711.13 
vs. “contrasting period”, 26511.1 
in pre-core, 153 

“presentation + consequent”, 63 
hypermeter, 26311.5, 27211.53, 2730.78, 
2780.14, 27911.38 

ideal types, 4 
idea unit, 41 

imperfect authentic cadence, 43, 51, 65, 
101, 211: 

continuation, motivates repetition of, 
45, 206 

ending antecedent, 49, 51, 53 
ending consequent, 53 
ending hybrid (compound basic idea + 
continuation), 61 
ending main theme, 197 
ending subordinate theme, 27011.10 
vs. evaded cadence, 106 
vs. perfect authentic cadence, 57-58, 
2650.48 

implication-realization model, 2790.36 
implications, 187-91, 28311.22 
incipient ternary, 26711.1 
incomplete refrain, 233-35, 2 37> 238, 
239 

incomplete theme, 73, 237, 239 
initial tonic, 27, in, 2620.14 
initiating function 
absence of, 121 
vs. cadential function, 43 
new, after internal half cadence, 121 
nonconventional, 199-201 
omitted, m-15, 153, 183, 199, 203 
reinforced by repetition, 45 
replaced by standing on the dominant, 
in 

starting coda, 181 
in subordinate theme, 97 
after unrealized cadence, 27111.21 
initiating region, 140, 141, 147, 28311.19 
interior theme 

contrast in, 212-13 
vs. core, 213 


in false recapitulation, 2850.30 
in five-part rondo, 231-33, 234 
in large ternary, 212-14, 22 9 
large ternary vs. rondo, 233, 28m.29 
in seven-part rondo, 235 
in sonata-rondo, 238 
internal half cadence, 115-17, 169, 183, 
197, 203, 247, 273n.73, 280m27 
in subordinate theme, 121, 250 
and transition, 127, 135, 211 
interpolated episode, 225, 227 
interpolation, 55-57, 65, 73, 75, 

217-18, 2660.17, 2820.40 
in A' section, 84, 216 
vs. extension, 55 

interthematic functions, 17, 140, 203 
in A section, minuet, 221 
vs. intrathematic, 223 
in minuet, 220 

intrathematic functions, 17, 139 
independent of theme-types, 59 
vs. interthematic, 223 
logical succession of, 201 
in minuet, 220 
in theme and variations, 217 
introduction. See slow introduction; 
thematic introduction; transitional 
introduction 

Jackendoff, Ray, 259n-9, 26on.2, 266n-9, 
2720.62 

Kelterborn, Rudolf, 2760.37, 27711.10 
Kerman, Joseph, 186, 187, 27900.23, 27, 
3 i. 34 - 37 

Kirnberger, Johann Philipp, 26111.3, 
26411.26 

Koch, Heinrich Christoph, 26311.1, 
2640.26, 2650.48, 266n-9, 2840.10 
Kohs, Ellis B. 

cadential weight, 266n.5 
concerto, 285ml 
double period, 2670.15 
elision, 266n_9 
evaded cadence, 2710.26 
false recapitulation, 2770.58 
motive, 263n.ro 
retransition, 2 76n>54 
small ternary, 267ml 
sonata without development, 2820.42 
sonata-rondo, 28511.32 
Kramer, Jonathan, 26on.i3 top, 2710.45 

large ternary, 211-16 

in fast movement, 28111.17 
vs. five-part rondo, 233 
vs. minuet/trio form, 220 
origin of term, 281m 18 
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as rondo type, a8inn.i8, 19 
vs. small ternary, 211 
vs. sonata without development, 216 
Larsen, Jens Peter, 28on.27 
lead-in, 45, 51, 81 

Leichtentritt, Hugo, 263n.ro, 27511.4 
Lerdahl, Fred, 259^9, 26on.2, 2660.9, 

2J2U.62 

letters, as formal labels, 9, 13, 231, 

2 69m 5 

Levy, Janet M., 27100.40, 45 
liquidation, 11, 43, 75, 131 
loose organization, 13, 75, 183, 221, 
227, 239, 247 (see also tight knit 
vs. loose) 
criteria of, 17 

in main theme, 163, 201, 272^64 

via modal shift, 119 

and remote regions, 119 

in subordinate theme, 17, 20, m-21 

in transition, 19, 125 

transition vs. subordinate theme, 20 

vs. weak, 101 

Lowinsky, Edward E., 26511.32, 

286n.28 

maggiore, 213, 217, 218, 233-35, 2 35> 
2840.7 
main theme 

as “problem,” in coda, 187 

alternative, 245, 247, 249 

as antecedent, 35, 127-29 

in A section, minuet, 221 

basic functions of, 17, 161 

beginning in subdominant, 174 

cadence deleted, 163 

cadential requirement of, 231, 28611.7 

as eight real measures, 3 5 

end point of, 2740.30 

in exposition vs. in recapitulation, 

161 

in five-part rondo, 231 
functions of, 125 
and home-key cadence, 73 
ideas, in closing section, 122 
ideas, in pre-core, 151, 153 
ideas, recalled in coda, 186 
vs. introduction, 197 
in large ternary, 212 
modal shift in, 119, 191 
motives of, anticipated, 145 
nonconventional form, 197-201, 
28 in.i 3 

in recapitulation, 163, 173 
ritornello, 245, 247 
rondo vs. sonata, 231 
second, 127, 231 
sequential progressions in, 42 


in sonata-rondo, 237 
vs. subordinate theme, 97, 122 
theme-types used in, 197 
main-theme group, 131, 197, 237 
Marston, Nicholas, 277n.i4, 282n.5i 
Marx, Adolph Bernhard, 2700.4, 

2740.20 

medial function, 43, 97, hi, 181 
mediant, 141 

melodic ambiguity, 57-58 
melodic closure, 45, 101, 2650.38 
melodic-motivic material 

articulating subordinate theme, 113 

of A' section, developed, 84 

of B section, 71, 75 

of basic idea, 37 

of cadential idea, 45 

of closing section, 122, 186 

of codetta, 16 

of continuation, sixteen-measure 
period, 65 

of contrasting idea, 49, 53 
as criterion of formal function, 4, 
2 7 2 n - 59 > 2 77 n -4 

of development section, 139, 157 
and fragmentation, 11, 41 
of main theme, 163 
of model, in core, 144 
of opening ritornello, 244 
of pre-core, 151 
prolongation implied by, 115 
of retransition, 122 
of slow introduction, 205 
of small binary, 87, 89 
and tight-knit/loose continuum, 85 
of transition, 125 
and transition/subordinate-theme 
boundary, 201 
melodic sequence, 39 
Meyer, Leonard B., 260m 12, 2790.36 
minore 

interior theme, large ternary, 213, 214 
interior theme, rondo, 233-35, 238, 
241, 2840.7 

theme and variations, 217, 218 
minuet, 97, 219 

minuet form, 219, 220-29, 283m 14 (see 
also binary minuet form) 
minuet proper, 219 

minuet/trio form, 219-20, 229, 2830.7 
modal borrowing, 141 
modal mixture, 24 
modal shift, 183, 207, 212-13, 220 
absence of, 119 

in main theme, 119, 191, 197, 2720.64 
signaling rondo couplet, 237 
in subordinate theme, 113, 119, 250, 
2720.49 


model, 11, 77, 142-44, 147 
model-sequence technique, 11, 77, 

79, 100, 153, 155, 163, 225 
absent, in development, 171 
beginning theme, m-13, 121 
early, in coda, 181, 187 
modulating subordinate theme, 

119-21, 131, 169-71, 2720.49 
modulation, 127, 144, 220, 221, 

2680.25 

and cadential confirmation, 77 
vs. tonicization, 140 
monothematic exposition, 169, 211, 

2 49 

Morgan, Robert P., 186, 2791111.24, 32 
motives, 9, 37, 43 (see also melodic- 
motivic material) 
anticipated, 122-23, 206, 208 
developed, in A' section, 81 
vs. formal function, 259n.11 
functional implications of, 4 
and tight-knit/loose continuum, 85 
Mozart, Wolfgang Amadeus 

double-region couplet, 237, 238-39 
monothematic exposition, 169 
new material, 139, 151 
nine-part sonata-rondo, 239-41 
pre-core, tight-knit, 153 
refrain, eliminated, 239 
rhythmic motive, in piano concertos, 
49 

sonata without development, 216, 
28m.8 

subordinate-theme complex, 233, 
28411.6 

transition, eliminated in slow- 
moveinent sonata, 209 
multimovement cycle, 2590.2 

neighboring chords, 25, 39 
nine-part sonata-rondo, 239-41 
nineteenth-century practice, 262n.i5, 
263n.27, 2650.41, 27901.25, 35 
(see also romantic style) 
nonconventional form, 73, 89, 199, 231, 
2 33 > 2 4 8 -49 

vs. deviation from norms, 197 
in main theme, 197-201, 212, 

281013 

rare, in rondo refrain, 233 
nonmodulating transition, 127, 129, 163, 
197, 2700.12 

motivating internal half cadence, 

115-17, 169 

in opening ritornello, 244, 2860.9 
in two-part transition, 137, 203 
non-tonic region, 129 
notated measure, 35, 2760.49 
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obscured boundary, 113, 114, 201-3 
“one more time” technique, 103-6, 

113, I 33> r 47i 207 {see also evaded 
cadence) 

opening ritornello, 117, 244-45 
in baroque concerto, 243 
beginning with solo, 2 86n.6 
material from, in recapitulation, 250 
modulates to subordinate key, 2 86n.9 
vs. subordinate-key ritornello, 248, 

249 

opening up, 37, 43, 57, 191, 201 
ornamental changes, 71, 81, 87, 161-63, 
211, 220 

overhang ( Uberhang ), 61, 265n.48 
overlap, 266n.9, 273n-78 (see also elision) 
overture, 216 

parallel period, 2650.1 
passage-work, 125, 135, 247, 249 
passing chords, 25, 31, 39 
pedal point, 25, 129 

penultimate dominant, 29, 53, 117, 133, 
207, 2650.41 

perfect authentic cadence, 1 x, 43, 47, 53, 
73, 147, 26on.8 
ending core, 145, 147 
ending slow introduction, 205 
failure to realize, 101 
vs. half cadence, 187 
vs. imperfect authentic cadence, 
57-58, 2650.48 

reinterpreted as evaded cadence, 107 
as reinterpreted half cadence, 57 
repeated, in subordinate theme, 107 
period, eight-measure, 57, 73, in, 153, 
197 

in B section, 75, 77 
basic functions of, 12-13 
harmonic organization of, 53 
vs. hybrid, 63 
modulating, 53-55, 223 
nonmodulating, 268n.6 
origin of term, 2650.1 
vs. period, sixteen-measure, 65 
vs. repeated cadential phrase, 101, 117 
reversed, 89, 129 
vs. sentence, 49, 2690.38 
in subordinate theme, 111 
period, sixteen-measure, 49, 63, 65-69, 
129, 137, 203, 26511.43 
vs. small binary, 87, 91, 93 
periodic functions. See antecedent - 
consequent functionality 
phrase, 45, 2600.5, 2630.4 
phrase functions, 65, 129, 203 (see also 
intrathematic functions) 
pivot chord, 127 


plagal cadence, 43, 45, 65, 26511.41 
polyphony. See texture 
postcadential function, 16, 26511.42, 

2 7300.83, 85 (see also closing sec¬ 
tion; standing on the dominant) 
pre-core, 147-55, 237, 2750.20, 

2760.38 

transition-like, 153, 237-38 
pre-core/core technique, 141-55 
pre-dominant, 23, 27, 109, 165, 2620.13 
diminished seventh substitute, 27, 91, 
93,119 

ending slow introduction, 208 
in statement-response, 39 
premature dominant arrival, 147, 155, 
157, 183, 213, 229, 2750* 22 
ending transition, 81, 133, 135, 165, 

'75 _ 

presentation function, to, 35-40, 47, 99 
vs. compound basic idea, 119, 153 
loose, in subordinate theme, 20, 99 
miniature, 51 
in model of core, 147 
multiple, 135 
no cadence in, 45 
origin of term, 2630.9 
progressive dynamic, 15, 83, 123, 187, 
26m.22 

prolongational progression, 24, 25-26, 
26111.29 (see also dominant prolon¬ 
gation; tonic prolongation) 
prolonged harmony, 25, 77, 133 
pseudo-core, 155, 159, 237, 2840.16 

quatrain, 2630.1, 267ml 

R = 1/2N, 35, 45, 127, 129, 206, 26311.6, 
2650.40, 2660.7, 26911,12, 2720.53, 
2760.49 

R = 2N, 35, 263n.6, 26711.12, 2830.15 
Rameau, Jean-Philippe, 2610.3 
Ratner, Leonard G. 

binaiy vs. ternary, 27911.3 
“brilliant” style, 2740.8 
modulation techniques, 27411.9 
small ternary, 2670.1 
sonata form, tonal organization of, 
27911.5 

“strict” style, 153 
subordinate theme, 2700.5 
tonality and form, 25911.8 
Ratz, Erwin, 25900.5, 12, 2600.3, 
27011.7, 2760.37 
A' section, 269110.13, 38 
basic idea, 264n.11 
Beethoven’s Op. 7, ii, 268n.2o 
Beethoven’s Op. 7, iii, 2830.26 
concerto, 28511,1 


continuation, 2640.29 
core, 141 

development, 2750.18 
formal categories, 266n.2 
formal functions, 3 
“introduction” to core, 147 
large ternary, 211-12, 214, 28in.i8 
“laws of artistic economy”, 2690.39 
minuet, 2830.3 

modulating subordinate theme, 
2730.69 

postcadential terminology, 26in.2i 
presentation, 2630.9 
Scherzoform, 219, 283ml 
sentence, 9, 263ml 
sentence vs. period, 59, 2690.38 
small binary, 26900.2, 4, 10 
small ternary, 267ml, 268n.i7 
sonata without development, 

2820.42 

standing on the dominant, 268m 18 
subordinate theme, 97 
symmetry, 266m 15 
tight knit vs. loose, 26in.i6 
real measure, 35, 65 
recapitulation 
vs. A' section, 161 
deleted material, restored in coda, 

186 

emphasizes subdominant, 196 
false, 159, 225, 238, 2770.58 
minimal correspondence to exposi¬ 
tion, 174-75 

vs. return, 216, 235, 2850.37 
reversed, 173-74 
truncated, 216 

recapitulation, minuet. See A' section, 
minuet 

recapitulation, small ternary. See A' 
section, small ternary 
recessive dynamic, 16, 73-75, 123, 187, 
26m.20 

reduction, 2650.31 (see also fragmenta¬ 
tion) 

redundancy, 85, 99, 107, 216 

avoided, 83-84, 165, 169, 2780.41 
refrain, rondo 

abridged, 233, 235, 237, 239 
vs. couplet, 231 
extended, 234 

incomplete, 233-35, 2 37> 238, 2 39 
reinterpretation. See retrospective rein¬ 
terpretation 

reinterpreted half cadence, 57, 181, 234 
in period, sixteen-measure, 201, 238, 
2670.14 

repetition (see also sequential repetition; 
statement-response repetition) 



GENERAL INDEX 305 


aesthetic effect of, 49 
of basic idea, 10, 37—39, 45 
of cadential, 101 

of coda, with development and reca¬ 
pitulation, 278n.8 
of codetta, 122 
after deceptive cadence, 43 
of development and recapitulation, 81 
exact, 11, 39 

of exposition, 122, 151, 235 
of fragments, 41 

after imperfect authentic cadence, 45 
of perfect authentic cadence, 107 
in period, 49 
of presentation, 99 
reinforcing formal initiation, 13 5 
vs. return, 216, 26on.i2 
in rounded binary, 71-73 
in small binary, 87 
in sonata form, 195 
response, 10, 39 (see also dominant 
version) 

retransition, 79, 91, 122, 157, 171, 213, 
216, 233, 237 
vs. B section, 213 
after closing section, 97 
developmental, 238 
vs. standing on the dominant, 157 
at start of coda, 181 
as transitional, 278n.9 
after trio, 229 

retrospective reinterpretation (see also 
reinterpreted half cadence) 
continuation=>cadential, 47 
false closing section, 123, 181-83 
of formal functions, 4 
of harmony, 81 
in small ternary, 73 
subordinate theme, beginning of, 113, 
203 

of tonality, 151 

transition, beginning of, 129, 131, 197, 
203 
return 

of basic idea, 12, 67, 267n.i6 
of main theme, 161, 214-16 
and recapitulation, 249 
vs. recapitulation, 216, 235, 28511.37 
of refrain, 233, 235, 237, 239 
vs. repetition, 216, 260m 12 
and sonata without development, 216 
reversed period, 89, 129 
reversed recapitulation, 173-74 
rhythmic acceleration, 41 
rhythmic activity, 129, 142 
rhythmic continuity, 45, 51, 121, 173, 
197, 206 

broken, 129, 131, 181, 201, 235 


Riemann, Hugo, 23, 2610.2, 2620.5, 
2640.26 

Riepel, Joseph, 2640.26 
ritornello, 2870.39 (see also opening 
ritornello) 

ritornello, closing, 243, 250-51 
ritornello, subordinate-key, 248-49, 251 
ritornello form, 243, 248, 249 
ritornello main theme, 245, 247 
romantic style, 37, 113, 2700.9 (see also 
nineteenth-century practice) 
rondo, five-part, 209, 231-35 
rondo, seven-part, 235 
rondo form, 71, 87, 97, 211, 2730.86, 
28411.1 (see also sonata-rondo) 
rondo-variation, 2840.10 
Rosen, Charles, 27811.32, 2790.22, 
2800.19, 2860.27 
closing theme, 27311.83 
coda, 186 

concerto, 28511.1, 28611.3 
development, 27511.2, 27911.32, 
2870.36 

false recapitulation, 2770.58 
minuet form, 283nn.i, 9 
modal shift, beginning of subordinate 
theme, 2720.66 

modulation techniques, 2740.9 
Mozart’s K. 457, i, 169 
nonmodulating A section, minuet, 
28300.12, 18 
retransition, 2760.54 
reversed recapitulation, 278110.33, 34 
secondary development, 163, 165, 
2820.45 

sonata without development, 28211.42 
subdominant recapitulation, 27811.37 
submediant, as development key, 
2 75 n.8 

subordinate key, 27onn.2, 6, 2730.72 
three-key exposition, 27311.70 
tonality and form, 2590.8 
Rosen, David, 285ml, 2860.5, 2870.32 
Rothstein, William, 261 n.30, 26311.1, 
2640.26, 2650.44, 2660.9, 2730.82 
hypermeter, 2630.5, 2720.53, 2780.14 
rounded binary, 131, 195, 213, 220, 231 
(see also small binary; small ternary) 
vs. small binary, 87, 89 
vs. small ternary, 71-73, 267ml 
Rufer, Josef, 263ml, 264m 11 

scale-degree theory (Stufentheorie), 23 
Schachter, Carl, 262n.22, 2630.5, 

2 75 n -7 

Schenker, Heinrich 
Anstieg, 39 

development section, 139, 195, 27511.5 


formal functions, 5 
form, critique of, 3 
modulation, 140 
phrase alteration, 26411.26 
pre-dominant, 2620.5 
prolongation, 26211.8 
reduction, 26511.31 
scale-degree theory, 2610.3 
sonata form, 2770.5 
tonality, 2700.6 
scherzo, 35, 219, 221 
Schikele, Peter (P. D. Q. Bach), 28on.i6 
Schmalfeldt, Janet, 26011.15, 263m r, 
266n.q 

evaded cadence, 27inn.26, 28 
“one more time” technique, 103, 
2710.30 

retrospective reinterpretation, 

259m 10, 2650.46 

Schoenberg, Arnold, 25911.4, 26011.3, 

2 70m 7 
coda, 179 
concerto, 28511.1 
continuation phrase, 40, 264n.2p 
developing variation, 4 
development section, 2750.18 
formal functions, 3 
fragmentation, 265n.3i 
Grundgcstalt, 4 

large ternary, as rondo type, 281m 19 
liquidation, 2650.37 
minuet form, 283ml 
motive vs. formal function, 2590.12 
period, 265ml 
phrase, 264n.11 
phrase alteration, 2640.26 
postcadential terminology, 26in.2i 
presentation, 2630.9 
scherzo vs. minuet, 219 
sentence, 9, 263ml 
sentence vs. period, 59 
small binary, 2690.2 
small ternary, 267ml 
sonata without development, 2820.42 
sonata-rondo, 2850.32 
subordinate theme, 97, 2610.3, 2700.3 
symmetry, 266m 15 
tight knit vs. loose, 2610.16 
written-out ritardando, 47 
Schumann, Robert, 113 
Sechter, Simon, 2610.3 
secondary development, 163, 165, 216 
second key area. See subordinate theme 
second part. See small binary 
second subject, 117, 122, 2700.3, 

27211.52 (see also subordinate theme) 
second theme, 27011.3 (see also subordi¬ 
nate theme) 



306 GENERAL INDEX 


sentence, eight-measure, 9-12, 42, 45, 
153, 196 

as antecedent, sixteen-measure period, 
65 

vs. hybrid, 63 
loose, in B section, 77 
modulating, 47, 53 
vs. period, 49, 2690.38 
as second part, small binary, 93 
tight-knit, in subordinate-theme 
group, 121 

sentence, sixteen-measure, 69-70, 107, 
117, 207, 244, 2670.26 
sentential 

functions, in transition, 125 
functions, loose, 99-111 
loose, in B section, 77, 81 
in model, 147 
in A section, minuet, 221 
vs. sentence, 51 
sequence, 11, 77, 144, 147 
sequential progression, 11, 24, 29-31, 

4 2 > 5 b 75 . r 44 . i 55 » l8l > 2 45 > 

2780.7 

beginning a theme, m-13 
harmonic functionality in, 29 
and harmonic goal, 2700.18 bottom 
as loosening device, 77 
sequential repetition, 11, 39, 142-44, 
145, 2640.23 
seven-part rondo, 235 
Shamgar, Beth, 273n.83, 277n.55 
Sisman, Elaine R., 217, 259n.i, 26on.i6, 
2821111.51, 52, 53, 284n.ro 
slow introduction, 203-5, 203-8, 
263n.6, 28on.34, 28in.4 
slow movement, 97, 28in.4 
small binary 

as antecedent-consequent, 49 
contrasting middle, absence of, 91-93 
in couplet, 235 

as entire slow movement, 28in-3 
first part, 87-89 
as interior theme, 212-13 
as main theme, large ternary, 212 
in minuet, 220 
modulating hybrid in, 63 
modulating period in, 53 
modulating sentence in, 47 
motivic correspondences, 89 
vs. period, sixteen-measure, 87, 91, 

93 

as refrain, five-part rondo, 231 
vs. rounded binary, 87 
second part, 89-93 
in slow introduction, 207 
vs. small ternary, 73, 87, 173, 217 
in theme for variations, 217-18 


small ternary (see also rounded binary) 
basic functions of, 13-15 
bipartite vs. tripartite, 26711.1 
in couplet, 235 

as entire slow movement, 28m.3 
hybrid in, 63, 2670.11 
incomplete, 137, 197, 212 
as interior theme, 212-13 
vs. large ternary, 211 
as main theme, large ternary, 212 
and minuet, 220 
modulating period in, 53 
modulating sentence in, 47 
origin of term, 26711.1 
as refrain, five-part rondo, 231 
vs. small binary, 87, 173, 217 
vs. sonata form, 195 
in subordinate theme, 97 
in theme for variations, 2x7-18 
in transition, 125 
truncated, 206, 212, 213, 233 
solo development, 249 
solo exposition, 245-48, 249, 250, 
286n.i2 

solo main theme, 245, 247 
solo recapitulation, 249 
solo subordinate theme, 247 
solo transition, 245 -47 
sonata form, 71, 186, 195, 209-11, 
28111.3 

sonata -rondo, 173, r86, 231, 235-41, 
28511.32 

sonata-rondo, nine-part, 239-41 
sonata widiout development, 49, 216, 
281n.11, 28211.42 

standing on the dominant, 16, 25, 75, 
77, 144-45, ’ 97 - 206 
as B section, minuet, 225, 229 
as B section, small ternary, 13, 75-77, 
81, 89 

beginning with, 113-15 
and cadential idea, 16, 133 
as development section, 28m. 15 
vs. dominant prolongation, 26811.18 
dynamic curve of, 2610.22 
vs. expanded dominant, 117 
as functional initiation, 75 
multiple phrases in, 133, 147 
omitted, in slow movements, 133 
after premature dominant arrival, 

27511.22 

vs. retransition, 157 
vs. tonic prolongation, 77, 115 
statement, 10, 39 (see also tonic version) 
statement-response repetition, 10, 39, 
53. 69, 93 

vs. sequential repetition, 39, 93, 

26411.23 


Stevens, Jane R,, 285n.i, 286n.5, 
2870.39 
stop, 51, 83 

strophic song form, 267n.11 
structural changes, 161-63 
Sturm undDrang, 131, 142, 151, 155, 
213, 28on.i7 
subdominant 

in baroque compositions, 28011.7 
beginning with, 174, 199, 28on.24 
as development key, 141 
in double-region couplet, 237, 

238-39 

emphasized, in codetta, 129, 26in.23 
as initiating region, 141 
for interior theme, rondo, 233-35, 
238 

in postcadential, 2 5 
as pre-dominant, 2 3 
in recapitulation, 163, 174 
in response, 39 
for slow movement, 28in.2 
as tonic substitute, 169 
for trio, 220 
submediant 

as development key, 141 
dominant of, as dominant substitute, 
141, 2690.32 

in double-region couplet, 237, 

2 38-39 

for interior theme, rondo, 233-35, 
238 

as tonic substitute, 23, 131, 199 
in transition, 129, 131, 225 
subordinate harmony, 25, 41, 99, 133 
subordinate key, 13, 73, 79, 140 
beginning pre-core, 147 
confirmation of, 97, 220-21, 225, 
244, 2720.58 

established by solo, in concerto, 244 
vs. home key, 125, 195, 244 
rondo vs. sonata, 233, 237 
and tight-knit/loose continuum, 84 
subordinate-key ritornello, 248-49, 251 
subordinate theme (see also subordinate- 
theme complex; subordinate-theme 
group) 

beginning in subdominant, 174, 239 
beginning of, difficulty determining, 

J 35 

cadential requirement of, 97, 117, 

203, 2720.58 
in coda theme, 183 
continuation and cadential, separate 
phrases, 100 

in development, 147, 157 
in exposition vs. in recapitulation, 
161-63 
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formal functions of, 19, 125, 161-63 
half cadence, ending with, 181 
imperfect authentic cadence, ending 
with, 27on.io 

as interthematic function, 17 
lacking cadential closure, 237 
and large ternary, 211 
loose organization of, 97 
vs. main theme, 97, 122 
major alterations of, 167-71 
in minuet, 221, 225, 227 
modulating, 119-21, 131, 169-71, 
2720.49 

multiple, 221, 277n.22 
obscured boundary with transition, 
113, 114, 201-3 
in recapitulation, 167-71, 169 
rondo vs. sonata, 233, 237 
second, 223 

in slow movement, 97, 209 
terminology for, 2700.3 
tight-knit, 209, 26in.2 5 
two-part, 117, 169, 183, 247, 286n.11 
subordinate-theme complex, 214, 
231 - 33 . 237 . 239 

subordinate-theme group, 97, 121, 247, 
270n.11, 28on.i8 
substitute chords, 25 
subtonic (tVII), 28in.io, 2850.41 
supertonic, 24, 141 
surface rhythmic activity, 129, 142 
symmetrical grouping structure, 9, 20, 
55, 69, 85, 87 
vs. asymmetrical, 5, 91 
symmetry, 13, 266m 15 {see also symmet¬ 
rical grouping) 

syntax, formal, 17, 59-61, 97, 129 

ternary form. See large ternary; small 
ternary 

texture, 49, 75, 161, 197, 201, 2750.20 
marking new beginning, 103, 119 
polyphonic, 75, 142, 153, 245, 249 
reduction of, 79, 114, 131, 141, 186 
thematic functions, 129, 203 {see also 
interthematic functions) 
thematic introduction, 15, 117-19, 125, 
i8 3> 203-5, 206 

to main theme, 15, 83, 199, 2720.62 
theme and variations, 71, 87, 216-18 
themelike unit, 125, 139 


three-key exposition, 119-21 
tight-knit organization 
and conventional form, 85 
criteria of, 17 

and interthematic functions, 17 
in main theme, 17, 42, 99, 197 
and nonconventional form, 73, 197 
in pre-core, 153, 157 
in small ternary, 13 
in subordinate-key ritornello, 249 
in subordinate-theme group, 97, 121 
tight knit vs. loose, 17 

general criteria, 84-85, 26911.3 
main vs. subordinate theme, 97, 
197-99, 2°i 

opening ritornello, 244-45 
A section, minuet, 221 
sentence vs. period, 268n.i6 
small ternary, 85-86 
subordinate-theme group, 121 
toccata, 155 
tonal closure, 53-55 
tonal conflict, 125, 227, 233, 244, 249 
tonal hierarchy, 139-40 
tonality, 17, 84-85, 196 
tonal-polarity model, 195-96 
tonic. See final tonic; initial tonic 
tonic emphasis, 13, 15, 37, 75, 129, 
268n.i5 

tonic function, 23, 26211.17 
tonicization, 119, 140, 181, 225 
tonicized region, 140, 141, 144, 227 
tonic prolongation, 16, 61, 165, 26on.9 
ending in continuation, 40, 61-63 
in presentation, 10, 19, 39, 49 
vs. sequential, 169 
vs. standing on the dominant, 77 
undermined by dominant pedal, 
19-20, 99 
weak, 99, 183, 237 
tonic version, 10, 39, 53, 93 
tour-of-keys model, 196 
Tovey, Donald Francis, 2720.52, 

2730.85, 2820.42, 2850.44, 2860.3, 
2870.31 

transition {see also nonmodulating transi¬ 
tion; transitional introduction) 
in A section, minuet, 221 
in B section, small ternary, 91 
basic functions of, 17-19, 125, 161 
beginning of, 131, 137, 27411.5 


concluding function, lack of, 135, 
201-3 

destabilizing home key, 125, 127, 129, 
197 

in double- region couplet, 239 
eliminated, 165, 173, 211, 233, 235, 
237, 2720.51, 28in.i2 
ending with perfect authentic 
cadence, 203 

in exposition vs. in recapitulation, 161 
extended, 19 
in five-part rondo, 233 
obscured boundary with subordinate 
theme, 113, 114, 201-3 
in recapitulation, 163-65 
in rondo, 211, 233, 235, 237, 2720.51 
single harmony in, 131 
in sonata-rondo, 113, 237 
texture of, 2750.20 
two-part, 165, 197, 203 
transitional introduction, 147, 153, 155, 
x 57 

Treitler, Leo, 27211.52 
trill, cadential, 109, 123, 167, 247, 249, 
250 

trio, 219, 220, 229, 2840.34 
truncated recapitulation, 216 
truncated small ternary, 206, 212, 213, 
2 33 

two-part subordinate theme, 117, 169, 
183, 247, 286n.11 
two-part transition, 165, 197, 203 
two-reprise form, small, 2670.1 

ultimate dominant, 29, 45, 53, 117, 133 

variation rondo, 28411.10 

Weber, Max, 4 

Webster, James, 259ml, 2840.30 
classical style, critique of, 2590.7 
ending of development, 2750.14 
false recapitulation, 2770.58 
minuet form vs. sonata form, 2830.9 
multimovement cycle, 2 5911.2 
reversed period, 274H.23 
subordinate theme, 27011.5 
three-key exposition, vjysqo 
Winter, Robert, 274011.14, 16, 27711.11 
Wolf, Eugene K., 2730.83, 277nn.t3, 
21, 2860.5 



